Early Mingei and Development of Japanese Crafts 1920s-1940s by Ajioka, Chiaki
  THESES SIS/LIBRARY        TELEPHONE: +61 2 6125 4631 
R.G. MENZIES LIBRARY BUILDING NO:2      FACSIMILE:  +61 2 6125 4063 
THE AUSTRALIAN NATIONAL UNIVERSITY      EMAIL: library.theses@anu.edu.au 
CANBERRA ACT 0200 AUSTRALIA 
 
 
 
 
 
 
 
 
 
 
USE OF THESES 
 
 
This copy is supplied for purposes 
of private study and research only. 
Passages from the thesis may not be  
copied or closely paraphrased without the  
written consent of the author. 
EARLY MIHGEI AND DEVELOPMENT OF JAPANESE CRAFTS,
1920s - 1940s
Volume Two
Chiaki AJIOKA 
March 1995
A thesis submitted for the degree of Doctor of Philosophy 
of The Australian National University.
11862
1867
1868
1871
1872
1873
CHRONOLOGICAL TABLE
GENERAL EVENTS ART & CRAFT
Alcock, the British 
Minister for Japan, 
submit Japanese arts 
and crafts to the 
international 
exhibition in London.
Three Japanese 
delegations participate 
in the International 
Exhibition in Paris.
The Meiji Government is 
established with Emperor 
Meiji as Head of the 
State.
Proclamation of 
separation of Shinto 
from Buddhism
German chemist 
Gottfried Wagener 
arrives in Japan.
The Iwakura mission 
leaves Japan for America 
and Europe for trade 
negotiations. National survey of 
antique objects in 
preparation for the 
international 
exhibition in Vienna
First Industrial 
Exhibition (Kyoto)
The word bijutsu (art) 
is first used as 
official translation of 
'Schöne Kunst' and 
'fine art', in the 
preparation document 
for the 1873 
international 
exhibition in Vienna.
Conscripted military 
force and police force 
is established. Der Wiener
Weltausstellung (Vienna 
International
1874
1876
1877
1878
1879
1881
1884
1885
1888
1889
1890
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Exhibition); Wagener 
arranges the technical 
learning scheme.
Establishment of Kiritsu Kosho Kaisha (- 
1891)
Opening of the Ministry 
of Works' Technical Art 
School (-1882)
Saigo Takamori's 
rebellion (Seinan Senso)
First Domestic 
Exhibition for the 
Promotion of 
Industries
Exposition Universelle 
Paris (Paris 
Exhibition)
Founding of Ryüchikai
Official survey of art 
(for the preservation 
of old art objects) 
with Edoardo Chiossone
Second Domestic 
Exhibition for the 
Promotion of Industries
A survey of old art 
objects by Okakura 
Tenshin and Ernest 
Fenollosa (also in 
1886)
First cabinet is formed 
under Prime Minister Ito 
Hirobumi
Founding of the Tokyo 
School of Fine Arts
Promulgation of the 
Constitution of Imperial 
Japan
Tokyo School of Fine 
Arts begins teaching? 
its curriculum excludes 
yö-ga.
Founding of tfeiji 
Bijutsukai {yo-ga)
Third Domestic 
Exhibition for the 
Promotion of Industries
31884
1893
1895
1896 
1896 
1898 
1900
1901
1903
The Master Craftsmen of 
the Imperial House 
scheme established 
aiming at supporting 
distinguished artists 
and craftsmen.
Sino-Japanese War (- 
1885)
Kuroda Seiki returns 
from Europe.
Fourth Domestic 
Exhibition for the 
Promotion of Industries
Formation of Hakubakai 
(Kuroda Seiki, Kume 
Keiichirö and others)
Design (zuan-ka) and 
yo-ga courses 
established in the TSFA
Okakura Tenshin resigns 
from TSFA after 
scandal.
Exposition Universelle 
(Paris International 
Exhibition); Hayashi 
Tadamasa (Secretary) 
separates art and craft 
submissions.
Publication of My did begins.
Japanese intervention in 
the Boxers' Rebellion in 
China
The Socialist 
Association
Dissolution of Meiji 
Bijutsukai (reorganised 
as Taiheiyögakai in 
1902)
Fifth (last) Domestic 
Exhibition for the 
Promotion of Industries
Emergence of Naturalism 
in literature; 
publication of the first 
Heimin Shinbun and Tokyo 
Puck
41904
1905
1906
1907
1908
1909
1910
1911
Russo-Japanese War 
begins; the Heimin 
Shinbun opposes the war
Yamamoto Kanae 
Fisherman
Russo-Japanese War ends; 
riot at Hibiya in 
protest of the 
Shimonoseki Treaty
Publication of Heitan
Japan Socialist Party
Publication of Hösun
First exhibition of 
Bunten, the government- 
sponcored annual art 
exhibition
The Red Flag incident
Myoiö ceases after 
Kinoshita Mokutard,
Yoshii Isamu and others 
left Shinshisha.
Pan-no Kai begins.
Takamura Kotaro returns 
from Europe; Bernard 
Leach arrives in Japan.
Subaru (Pleiades) begins 
publication by ex-Myoio 
members.
Takamura Kötaro publishes 'A Green Sun' 
in Subaru; publication 
of Shirakaba begins; 
Tomimoto Kenkichi 
returns from Europe? 
Leach begins pottery.
Arrests relating to the 
Great Treason Case 
begins in May
Annexation of Korea
Ishikawa Takuboku 
publishes Ichiaku-noSana*
Twelve of the accused of 
the Great Treason Case, 
including Kotoku Shüsui, 
are executed.
Emperor Meiji dies; 
enthronement of Emperor
1912
1913
1914
1915
1916
1918
1919
1920
1922
1923
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Taishö.
First exhibition of 
Hyuzankai
First government- 
sponcored craft 
exhibition (Nöten)
Publication of Tsukuhae 
(Onchi, Tanaka & 
Fujimori)
The first Nikakai 
exhibition
First World War
Watanabe Shözaburö's 
first Shin Hanga (New 
Prints) production
Leach builds a kiln on 
Yanagi's property in 
Abiko.
Kokuga Sösaku Kyökai 
(nihon-ga artists' 
association)
Nihon Sösaku Hanga 
Kyökai (Japan Creative 
Print Association) 
founded with Yamamoto 
Kanae as president.
Rice riots across Japan
Söshoku Bijutsuka 
Kyökai (Decorative 
Artists' Association) 
formed with Takamura 
Toyochika and others.
Hamada accompanies 
Leach to Britain.
Sekidokai (Red Clay 
Company) formed by 
Kusube Yaichi and 
others.
Post-war Economic 
depression
Shunyökai formed with 
Yamamoto Kanae, Umehara 
Ryüzaburd, Kishida 
Ryüsei and others.
As a result of the Great 
Kantd Earthquake, 66,000 
people die? following 
rumours spread by the 
police, 6000 Koreans and 
200 Chinese were
6Chinese were massacred 
by panicked civilians; 
publication of Shirakaba 
ends.
1924 Yanagi moves to Kyoto? 
Hamada returns from 
Britain.
1925 Universal Suffrage Law 
and the Peace 
Preservation Law
1926 Yanagi, Tomimoto, 
Hamada and Kawai draws
the Prospectus for the 
Founding of the Japan 
Folk Craft Gallery.
Mukei formed by 
Takaraura Toyochika, 
Fujii Tatsukichi,
Sugita Kado etc.? the 
Japan Craft Art 
Association with Tsuda 
Shinobu etc.; the 
Imperial Craft 
Association
Yanagi, publishes 
'Getemono-no Bi' in the 
Echiao Taimusu.
Emperor Taishö dies? 
enthronement of Emperor 
Showa.
1927 Financial panic Art Craft section is 
set up in Teiten.
Tomimoto displays 200 
works at the Kokuga 
Sösaku Kyökai 
exhibition.
The Kamigarao Mingei 
Cooperative is set up 
by Kuroda Tatsuaki and 
Aota Gorö? Yanagi 
publishes 'Kogei-no 
Michi# (The Way of 
Craft) in Dai-chowa.
1928 3.15 Incident (mass 
arrest of the 
communists) after the 
communists winning seats 
at the first general 
election.
1930 Arakawa Toyozö discovers the site of
71931
1933
1934
1935
1936
1937
1938
1939
old Shino kiln.
Koaei publication 
begins? Yoshida Shoya 
starts New Mingei 
movement in Tottori.
Yanagi and Jugaku 
Bunsho begin 
publication of the 
magazine Blake and 
Whitman.
Nihon Hanga Kyökai 
(Japan Print 
Association)
Japanese invasion of 
Manchuria
German designer Bruno 
Taut arrives in Japan 
and assist various 
craft institutions.
Japan Mingei 
Association is formed 
and takes over the 
publication of Koaei.
Education Minister 
Matsuda's restructuring 
of kanten causes panic 
in the art world.
Takamura Toyochika etc. 
forms Jitsuzai Kögei 
Bijutsukai (Actuality 
Craft Art Association).
2.26 Incident (young 
army officers 
assassinate government 
ministers and occupy 
part of Tokyo; 
government introduces 
martial law.
Nihon Mingeikan opens 
in Komaba, Tokyo.
War with China 
National Mobilisation Law
Gekkan Minaei begins 
publication.
Government signs 
military treaty with 
Germany and Italy? 
official adoptation of 
the Japanese calender,
1940
making this year the 
2600th year from the 
foundation of Japan.
8
1941
1942 
1945
Government restricts 
the number of art 
publications to eight.
Naval battle of Midway
Large-scale air-raids 
devastate Tokyo; A-bombs 
dropped over Hiroshima 
and Nagasaki? Japan 
surrenders
APPENDIX 1
Glossary of Groups, Institutions and Publications
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GLOSSARY OF GROUPS, INSTITUTIONS AND PUBLICATIONS
Atorie (Studio) - monthly art magazine 
Feb. 1924- present
President Kitahara Yoshio (younger brother of Kitahara 
Hakushü and Yamamoto Kanae's brother-in-law). Published 
in consultation with Yamamoto Kanae. Publication was 
stopped after December 1943 issue due to the wartime 
publishing control, but resumed after the war.
Bijutsu Shinpö (Art News) - fortnightly art magazine 
1902 - 1920
Publisher Gahösha. The Bijutsu Shinpö follows the 
publisher's earlier art magazones Bijutsu Gahö (Art 
Pictorial 1894-?) and Bijutsu Hyöron (Art Criticism 1897- 
1900). Published with two aims: to serve theoretical 
development of art and to reach a wider public by means of 
lower prices. Chief editor was D. Ohara and main writers 
included Iwamura Toru and Sakai Yoshisaburo. The magazine 
was closely associated with Hakubakai, or the 'new school' 
of yo-ga painting. The first issue included Iwamura's 
extract translation of John Ruskin's lecture at Oxford on 
medieval art. In 1913,•special issues on art craft were 
published. The magazine propagated and supported the New 
Craft movement.
Bungakukai (Literary World)
1893 - 1998
Romanticist literature magazine? editors included Togawa 
Shükotsu, Kitamura Tökoku, Shimazaki Tdson and Ueda Bin.
Bunka Gakuin (Culture School)
1921 - present
Established by Nishimura Isaku (1884-1963), architect, 
designer and socialist, as a private school to teach 
various arts. It published the second Myöjö. The school 
was closed temporarily in 1943 when Nishimura was arrested 
for 'lack of respect' for the Emperor.
Bunten (The Ministry of Education Art Exhibition) - see 
Kanten
Chawan (Teabowl) - ceramics magazine 
1931 - ?
Published at the same time as Kögei. Chawan aimed at a 
wider audience who became interested in the Choson 
ceramics, old Seto ware and Mingei. Chief editor was Ono 
Ken'ichirö and members and writers included scholars,
11
collectors and antique dealers. The price was also kept 
low (one-third of that of Kögei).
Echigo Taimusu - weekly newspaper
The paper is known to Mingei historians for publishing 
'Getemono-no Bi', Yanagi's first essay on the beauty of 
ordinary crafts in 1926. The paper was based in 
Kashiwazaki, Niigata prefecture (Echigo is an old name of 
the region). The Chief Editor in the 1920s was Nakamura 
Yögetsu; Yoshida Shotarö, who had been helping Yanagi with 
his research on Mokujiki Shönin, was an associate of the 
newspaper. According to Yoshida Köjirö, Yoshida Shotarö 
asked Yanagi to contribute an article to the paper, so 
Yanagi sent 'Getemono-no Bi' in reply ('Yanagi Söetsu 
Kenkyü Shiryö' no.6).
Fudösha (House of Difference) - private art class 
1887 - c.1912
Run by Koyama Shotarö. Koyama, Asai Chü and some other 
students who had studied oil painting at Köbu Bijutsu 
Gakkö under Antonio Fontanesi (Italian artist who taught 
at the school 1876-78) demanded sacking of Fontanesi's 
replacement teacher. When the demand was not met, they 
left the school in protest, and formed Jüichikai 
(Association of Eleven - it was formed on the 11 November 
in the eleventh year of Meiji). When Jüichikai dwindled, 
Koyama reorganised it as his private class. Its students 
included Nakamura Fusetsu, Kanokogi Takeshirö, Aoki 
shigeru, Sakamoto Hanjirö, Nagahara Kötarö, Yoshida 
Hiroshi (later to be known as printmaker), Ogiwara Morie 
(sculptor), Morita Tsunetomo (tiösun artist), Kojima 
Torajirö (who was associated with the öhara Museum of Art) 
and Ishii Tsuruzö.
Fyüzankai - painting exhibition society 
1912 - 1913
Began as Hyüzankai under the initiative of Saitö Yori, 
Kishida Ryüsei and Seimiya Hitoshi. The participants were 
those who had been influenced by the Post-Impressionist 
paintings, including Takamura Kötarö, Yorozu Tetsugorö, 
Kimura Shöhachi and Kojima Zentarö. The second exhibition 
was named Fyüzankai, but after the exhibition the group 
was divided and the society broke up two months after the 
second exhibiton. Some of the members such as Kishida and 
Takamura later formed Södosha.
Goraku-kai (Hobby Association) - craft association
1909 - ?
Craft study group consisting of people from the Tokyo 
School of Fine Arts, including its President Masaki 
Naohiko as a member. Its meeting venue was Gorakuden 
(hence its name), provided by Kobayashi Denjirö, where the 
group displayed craft, sometimes also holding exhibitions 
of paintings. The group was introduced in the Bijutsu
12
Shinpö as 'a group which provides opportunities for 
artists with taste and intelligence to exhibit their 
creative hand-work' (1912, p.348). According to Fujii 
Tatsukichi, members included Okada Saburosuke, Wada Eisaku 
(yö~ga), Yüki Somei, Hirafuku Hyakusui (nihon-ga), Iwamura 
Töru, Masaki Naohiko (critics) and some designers.
Hakubakai (White Horse Society) - art association 
1896 - 1911
Formed by Kuroda Seiki, Kume Keiichiro, Okada Saburosuke, 
Wada Eisaku, Fujishima Takeji and others who left Meiji 
Bijutsukai. The name 'white horse' was a general term for 
impure sake served at the drinking place where they met 
for discussion. It became the counter current against 
Meiji Bijutsukai, and it was sometimes referred to as the 
'new school' or 'outdoor light school', while Meiji 
Bijutsukai was called the 'old school' of yo-ga. In 1898 
it established an affiliated school where painting and 
French were taught. It also held lectures on Western art 
history and other talks on art.
Heimln Shintun (Ordinary People's Newspaper) - Socialist 
weekly newspaper
Nov. 1903 - Sept. 1905 (Sixty-four issues)
The paper published translations of various foreign 
socialist and related literature, as well as comments and 
articles on current news and other topics. The Communist 
Manifesto was translated in full by Sakai Toshihiko and 
Kötoku Shüsui and published in November 1904, as the first 
anniversary of the paper. Heiminsha, the publisher, also 
published a number of socialist literature, including an 
extract of William Morris's Hews from Nowhere, translated 
by Sakai Toshihiko (late 1904). Having been banned many 
times for various articles it carried, in 1904 it was sued 
by the government for publishing The Communist Manifesto 
and the paper finally ended after the Tokyo District Court 
found Sakai Toshihiko (translator), Kötoku Shüsui and 
Nishikawa Köjirö (the publishers) guilty of breach of the 
Newspaper Law and imposed fines on 20th December 1904.
Heitan (Flatness) - art and literature magazine 
Sep. 1905 - Apr. 1906 (5 issues)
Members (dojin) were: Ishikawa Kin'ichirö, Kanokogi 
Takeshiro, Kosugi Misui, Hirafuku Hyakusui, Ishii Hakutei, 
Ishii Tsuruzo, Yamamoto Kanae and Morita Tsunetomo. Most 
of the members became involved in the publication of Hösun 
(see below).
Hösun (Square Inch) - prints and poetry magazine 
May 1907 - July 1911 (35 issues)
Began by Ishii Hakutei, Morita Tsunetomo and Yamamoto 
Kanae. The members grew to include Kurata Hakuyd, Kokugi 
Misei, Hirafuku Hyakusui, Oda Kazuraa, Sakamoto Hanjiro and 
Kuroda Hoshin (art critic, and the only non-artist in the
13
group). The title means 'to express nature within the 
square inch'. Articles included poetry, essays and art 
and literary criticism. Prints were woodcut, copperplate, 
lithograph and photo-prints. It often depicted poor 
farmers and working people, taking subjects from the 
streets of Asakusa, downtown Tokyo, and its character was 
described by Ono Tadashige (printmaker/print historian) as 
'reflecting the conscience of good youth of Meiji'. The 
magazine ended with the development of naturalism and the 
Great Treason Case. Most of the members and contributors 
joined Pan-no Kai.
Jitsuzai Kdgei Bijutsukai (Actuality Craft Art Society) 
1935 - 1940
Founded by some of the ex-Mukei members. It criticised 
the contemporary trends for larger and more ostentatious 
works at Teiten, and insisted 'utility equals beauty'. 
Original members were: Takamura Toyochika, Toyoda 
Katsuaki, Naito Haruji, Maruyaraa Fubo (metalwork),
Kawamura Kitaro, Arai Kinya (ceramics), Sato Yöun,
Yamazaki Kakutaro, Yoshida Genjürö (lacquer), Kimura 
Kazuichi and Hirokawa Matsugoro (textile). They held 
exhibitions in which they experimented with new display 
methods - objects were displayed without glass case, 
carpets on the floor rather than hanging on the wall, 
model rooms decorated with works by the members were set 
up. It temporarily cancelled the exhibition in 1940 to 
cooperate with the government exhibition commemorating the 
2600th year from the foundation of Japan by Emperor Jinmu, 
but as the war spread, various conditions did not allow 
their exhibition to re-open.
Kamen (Mask) - monthly literature magazine 
Oct. 1912 - June 1915
Döjin-shi (group publication) of Literature students of 
Waseda University; previous title Seihai (Holy Grail). 
Front covers and frontispiece were designed by Hasegawa 
Kiyoshi and Nagase Yoshio.
Kanten (government-sponsored art exhibitions) - Bunten 
(Ministry of Eduction Art Exhibition 1907-18); Teiten 
(Imperial Academy Art Exhibition) (1919-34); Shin Bunten 
(New Bunten 1935-43); Nitten (Japan Art Exhibition 1946- 
present)
Originally three sections were set up: Japanese-style 
painting (nihon-ga), Western-style painting (yo-ga), and 
Sculpture. In 1927 the Art Craft section was added and 
the yo-ga section began to accept Creative Prints. The 
exhibitions were held in autumn. The early hanging 
committee included academics such as Mori Ogai, Okakura 
Tenshin and Iwamura Toru, as well as established artists 
such as Yokoyama Taikan, Takeuchi Seihö {nihon-ga), Kuroda 
Seiki, Asai Chü, Wada Eisaku (yo-ga) and Takamura Koun 
(sculpture). While the exhibitin provided a venue for the 
artists to show their work in an inter-school environment,
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to have one's work accepted at the exhibition became 
almost mandatory for an artist to be 'established'. This 
led to problems of favouritism and corruption in the 
selection process. From 1949 to 1958, the government 
became only partly involved in its administration. From 
1958 on, it became an entirely private organisation.
Kiritsu Kdsho Kaisha - craft company 
1874-1891
Established to become a channel for craft export after the 
success at the Vienna Exhibition in 1873 (see Chapter 
Two). The government appointed two merchants who had 
participated in the exhibition - Matsuo Gisuke (1837-1902, 
tea merchant) and Wakai Kenzaburö (1834-1908, craft 
dealer); Matsuo became the president and Wakai the vice- 
president. Under the support of the government, the 
company traded in crafts made by its own craftsmen and 
contractors. It established the New York branch in 1877 
and the Paris branch in 1878. Matsuo left the company in 
1882 with Hayashi Tadamasa and established a business in 
exporting Japanese art with him in 1884. The company 
florished around 1882 with 80 staff and over 60 craftsmen. 
It employed a system of division of labour in order to 
achieve perfection in skill. Until its dissolution in 
1891, it was involved in eleven international exhibitions 
at which it represented the Japanese government. It also 
participated in three domestic exhibitions as a craft 
production company. The company's finance was heavily 
dependent on government support, thus when government 
policy changed and much of the support was withdrawn, it 
went bankrupt.
Köbu Bijutsu Gakkö (Ministry of Works Art School)
1876 - 1882 (closed)
Japan's first government-sponsored art school, established 
as part of the government's rapid industrialisation 
program. Oil painting and sculpture were taught by three 
Italian teachers: Antonio Fontanesi (painting, Japan 1876- 
78), Vincenzo Ragusa (sculpture, Japan 1876-82) and 
Giovanni Vincenzo Cappelletti (preliminary course, Japan 
1875-1884). Cappelletti was an architect, and taught 
basic skills such as geometry, perspective, chiaroscuro 
and pattern drawing. He left the school to be employed at 
other government sections as an architect. The students 
in the painting course included Koyama Shotaro, Matsuoka 
Hisashi, Asai Chü, Yamamoto Hosui and Goseda Yoshimatsu. 
Fontanesi was forced to leave Japan because of illness 
after only two years. His replacement teacher aroused 
discontent among the students, and some of them demanded 
his sacking. Seeing their demand was not met, Koyama,
Asai and some others left the school. Ragusa's Japanese 
wife Tama (1861-1949) was also a painter, who left Japan 
with Ragusa, studied and taught painting in Italy.
Kögel Jidai (Craft Age) - craft magazine
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1926 - 1927
Published by Atorie-sha (the publisher of Atorie) with 
strong request from Yamamoto Kanae. Chief editor öshiraa 
Ryüichi, who studied Western art history at Rikkyd 
University, had joined the publisher. Takamura Toyochika 
and Kitahara Senroku were imvolved in the publication. In 
the Foreword, Takamura distinguished 'pure craft' and 
'industrial craft', and claimed that the former should be 
judged by its artistic value and the latter by its 
usefulness.
Kögei Nyusu (Craft News) - see Kögei Shikenjo
Kögei Tsüshin (Craft Communication) - craft newsletter 
1922 - 1923 (11 months)
A free newsletter aiming at raising awareness of beauty in 
the home. Edited by Watanabe Soshü and Tanabe Takatsugu 
and Takamura Toyochika, they took responsibility for the 
content. They sent the magazine monthly to female 
students and graduates. Other activities included 
distribution of craftworks and lectures.
Köjinsha - metalwork artists' group
1927 - 1937
Central figure of the group was Kitahara Senroku, with 
eleven other original members. It shared ideals as well 
as some members with Mukei (see below). While Mukei 
included various crafts, Köjinsha consisted of metalwork 
artists only. It aimed at creating objects which were 
useful in the modern lifestyle.
Kokugakai (National Painting Association)
1928 - present
Originally founded as Kokuga Sösaku Kyökai (Society for 
Creating National Paintings) in 1918 by five Kyoto nihon- 
ga artists who opposed kanten. A brief history of its 
development is as follows:
1926 Added the second section (yd-ga) with Umehara 
Ryüzaburö as the leading artist.
1927 Invited Tomimoto Kenkichi to exhibit 200 works and 
Kaneko Kuheiji (1895-1968) to exhibit sculpture.
1928 Craft and sculpture sections established? the 
first section dissolved, and the society was 
renamed as Kokugakai.
1929 First exhibition in public entry system was held? 
Hamada Shöji, Takamura Kötarö, Tsubaki Sadao, 
Bernard Leach etc. submitted works as Association 
members.
1930 Hiratsuka Un'ichi joined and exhibited prints? 
Umehara Ryüzaburö invited Kawai Kanjirö and Yanagi 
Söetsu to join the hanging committee of the craft 
section.
1931 Print section established, and became one of the
16
major national print exhibitions for the 
printmakers of the Creative Print Movement.
1937 The Mingei group withdrew from the craft section.
1939 Established Photography section; sculpture section 
dissolved.
1946 The Mingei group returned; Tomimoto Kenkichi left 
in protest.
The exhibition society is still a main exhibition venue 
for craft artists of the Mingei group.
Kokka (National Flower) - art magazine 
1889 - present
The longest-running art magazine in Japan. It was started 
by Okakura Tenshin to promote and study traditional 
Japanese art. While its views were conservative, the 
magazine contributed to the development of quality 
reproductive woodblock printmaking.
Köseikai - craft society
Organised by Kurahashi Tojirö. It published a number of 
books on crafts written by the early members of the Mingei 
Movement; Yanagi Zakki-no Bi and Shoki Otsu-e (Early ötsu- 
e paintings - 1929); Asagawa Takumi Chösen-no Zen (Korean 
Tables - 1929); Uemura Rokuro Tanba-fu (Textile of Tanba 
Region); Aoyama Jird and Kurahashi Tojirö (eds.) Gosu Aka- 
e Özara (Large Blue-and-white Ceramics with Red Overglaze 
- 1932); Ishimaru Shigeharu Eikoku-no Kögei (British 
Craft) etc.
Marumaru Chinbun - satirical magazine 
March 1877 - 1907
Published by Nomura Fumio as a weekly political and social 
satirical magazine with an emphasis on cartoons. It 
earned a reputation for its support for the popular 
democracy movement (Jiyu Minken Undo). Kobayashi 
Kiyochika was an important cartoonist for the magazine, 
working between 1882 and around 1893.
Meiji Bijutsukai see Taiheiyogakai
Kita Bungaku (Mita Literature) - literary magazine 
1910 - 1958 (with an interval in 1927)
Edited by Nagai Kafü (1879-1959) who became a professor of 
literature at Keio University in 1910, under the 
recommendation of Mori dgai. Main writers for the 
magazine were: Mori ögai, Ueda Bin, Kinoshita Mokutaro, 
Kitahara Hakushü, Yoshii Isamu (ex-Myöjö writers) and 
Tanizaki Jun'ichiro. Their aestheticim is sometimes 
called 'the new romanticism' of Japanese literature.
Mizue (Watercolour) - art magazine
1905 - present {published as Shin Bijutsu from Sept. 1916
17
to Nov. 1943 (nos.443-470); as Bijutsu from Jan. 1944 to 
July-Aug. 1946 (nos.443-470)}
Progressive art magazine covering broad subjects but 
mostly concentrating on yo-ga. Early contributors 
included many Hösun members. In the 1920s and 30s, it 
introduced many new European trends and Japanese artists 
working in modern styles.
Mukei (Formless) - craft group
1926 - 1933
Formed from the initiative of Takamura Toyochika (1890- 
1972) and his friends, aiming at destroying the 
conventions in crafts. The original members were:
Takamura Toyochika, Sugita Kadö, Yamamoto Azumi, Toyoda 
Katsuaki, Nishimura Toshihiko, Sasaki Shodo, Naito Haruji 
(metal casting artists); Kitahara Senroku, Murakoshi 
Michimori (metal carving); Suzuki Soko, Kato Kyozan, öta 
Jiteki, Sato Youn, Taguchi Keijirö, Matsuda Gonroku, 
Yamazaki Kakutaro, Yoshida Genjürö (lacquerware); Hirokawa 
Matsugoro, Shibue Shükichi (textile); Fujii Tatsukichi 
(various crafts) and Watanabe Soshü (critic). It issued 
the newsletter Mukei from 1927 (28 issues in all), and 
organised lectures and workshops in country cities; the 
name signifies freedom of form. The group attracted 
attention when works of many of the members were selected 
for the first exhibition of crafts in Teiten in 1927, 
Takamura Toyochika winning the grand prize. After its 
dissolution, some members organised themselves into 
Jitsuzai Kdgei Bijutsukai (see above) in 1935.
Museikai (Voiceless Society) - naturalist art society 
Jan. 1900 - 1913
Initiated by Yüki Somei (nihon-ga, 1875-1957) and founded 
by Yüki, Hirafuku Hyakusui, Fukui Kotei, Shimazaki Ryüu, 
Ishii Hakutei, Oomori Atsudd, Watanabe Khogai. The nihon- 
ga artists of this society experimented in introducing 
Western-style into their painting. Members later included 
Kosugi Höan, Morita Tsunetomo, Sugiura Hisui, Kawabata 
Ryüshi, Hashiguchi Goyö and Natori Shunsen. After the 
society dissolved, some of the members joined others in 
forming Sangokai (Coral Association).
Myöjö (The Daystar) - Poetry and art magazine 
Apr. 1900 - Nov. 1908 and Nov. 1921 - Apr. 1927 
Published by Shinshisha, with Yosano Tekkan as the chief 
editor. The major publication of Japanese romanticist 
poetry. It also published art criticisms as well as 
reproductions of works of art, with preference in the Art 
Nouveau style. Literary members included Yosano Tekkan, 
Yosano Akiko, Takamura Kdtaro, Ishii Hakutei, Ishikawa 
Takuboku, Kitahara Hakushü, Kinoshita Mokutaro, Nagata 
Hideo and Yoshii Isamu. Contributors included Mori ögai, 
Ueda Bin and Kanbara Ariake. The first series ended when 
Kitahara, Kinoshita, Nagata, Yoshii and others disagreed 
with Yosano and left Shinshisha in 1908. The second
series was began by Nishmura Isaku as the publication of 
Bunka Gakuin which he founded with support from Yosano 
Tekkan and Akiko.
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Nikakai (Second Division Society) - art association 
1914 - present
Formed as the counter-current of yo-ga after the demand by 
some artists that the selection of Bunten be done in two 
sections was rejected. Founding members were: Ishii 
Hakutei, Tsuda Seifü, Umehara Ryüzaburö, Yamashita 
Shintarö, Kosugi Misei, Arishima Ikuma, Sait6 Toyosaku, 
Sakamoto Hanjirö and Yuasa Ichiro. The society provided 
opportunities for young artists to display their 
paintings. It included in its membership major modernist 
painters such as Yasui Sötarö, Koide Narashige, Nakagawa 
Kigen Yorozu Tetsugorö, Koga Harue, Tögö Seiji, Fujita 
Tsuguharu and others. Umehara resigned from the 
membership in 1918. Other groups such as Dokuritsu 
Bijutsu Kyökai, Issui-kai, Kyüshitsu-kai and so on were 
formed by groups of artists departed from the society.
Nihon Bijutsu-in (Japan Art Academy)
1898 - present
Founded by Okakura Tenshin and associated artists after 
Okakura's resignation from the TSFA in 1898. Twenty-six 
artists left the school with him, including Hashimoto 
Gaho, Yokoyama Taikan, Hishida Shunsd and Shimomura 
Kanzan. Held exhibitions twice a year from 1898. It 
published Nippon Bijutsu, a conservative monthly magazine 
of art and craft and opened an art school. The activities 
dwindled due to financial difficulties and the 
headquarters moved away from Tokyo in 1906. After 
Tenshin's death in 1913, it was revitalised by Yokoyama 
Taikan and Shimomura Kanzan. The new organisation 
initially included sculpture and oil painting, but the yo­
ga members left it in 1920 and the sculpture section 
dissolved in 1961, leaving nihon-ga only.
Nihon Bijutsu Kyökai (Japan Art Association) 
1878 - present
Renamed from Ryüchikai in 1887;
Nihon Kdgei Bijutsu-kai (Japan Craft Art Association)
1926 -
It was first formed with an aim to have crafts included in 
Teiten. Its manifesto claimed it would hold exhibitions 
to overview the contemporary craft art. It held the first 
exhibition in October, which became the precedent for the 
Fourth Section (crafts) of Teiten in the following year.
Nihon Sösaku Hanga Kyokai (Japan Creative Print 
Association)
1918 - 1931
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1931 - present as Nihon Hanga Kyökai
Founded to bring print artists together and promote the 
Creative Print. Founding members include: Yamamoto Kanae, 
Oda Kazuma, Onchi Köshirö, Ishii Tsuruzö, Tobari Kogan, 
Nagase Yoshirö, Hiratsuka Un'ichi and Maekawa Senpan. In 
1931 it dissolved and Nihon Hanga Kyökai was formed under 
Okada Saburösuke. It held print exhibitions at 
international venues and has been active to the present.
Nippon Töki (Japan Ceramics) - ceramics company 
1904 - present (as Noritake Co.)
Formed on the foundation of Morimura-gumi, a miscellaneous 
goods export company established in 1876. It aimed to 
produce export hard porcelain wares. The company actively 
imported new machinery and techniques as well as quickly 
adapting its designs to the new European taste. It thus 
gradually improved the quality of its mostly Western-style tableware products.
Noten - Nöshömushö Shusai Zuan oyobi Öyo Sakuhin-ten (The 
Exhibition of Design and Applied Arts Sponsored by the 
Ministry of Agriculture and Commerce)
1913 - 1939 Renamed to Shököshö Shusai Kögei-ten - or 
Shököten (The Exhibition of Arts and Crafts Sponsored by 
the Ministry of Commerce) from 1925
Its original aim was to improve designs for industrial 
crafts. Because it was the only government-sponsored 
exhibition of craft, submission came from all areas of the 
industry - companies, craft merchants and craft artists 
alike. As the selection committee consisted largely of 
'art craft' producers, however, it came to function as a 
vehicle for 'art craft' and the New Craft producers, 
rather than for industrial craft producers. The early 
selection committee included Nakazawa Iwata, Masaki 
Naohiko, Takamura Koun, Okada Saburönosuke and Kamisaka 
Sekka. From the sixth exhibition, submissions were 
grouped in sections and selected.
Pan-no Kai (Society of Pans) - association of writers and 
artists
Dec. 1908 - Nov. 1910
Formed as a loose group of bohemian young artists and 
writers. Major members were drawn from the members of 
Hösun - Ishii Hakutei, Yamamoto Kanae, Morita Tsunetomo, 
Kurata Hakuyo, Igami Bonkotsu, Oda Kazuma and others - and 
the 'aestheitic' writers - Kitahara Hakushü, Kinoshita 
Mokutarö, Yoshii Isamu, Nagata Hideo, Takamura Kötarö and 
others, many of whom were contributors to Hösun. The 
members held 'drink-and-be-merry' parties regularly. The 
interaction among these men encouraged the understanding 
and cooperation between literature and art.
Ryüchikai see Nihon Bijutsu Kyökai
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Saikokai (Coloured Jar Society) - ceramics study group 
c. 1916 - ?
Saikokai originated from a study group set up in 1914 by 
the Tokyo University scholars such as Ököchi Masatoshi and 
Okuda Seiichi. It was founded by some of those members 
who wished to obtain objective knowledge in ceramics. It 
organised lectures and the lectures were printed and 
distributed, now forming important references on the 
history of modern Japanese ceramics. After a brief 
interruption by the Great Kantö Earthquake in 1923, the 
Tokyo University study group was reorganised as Töyö Toji 
Kenkyüjo (Asian Ceramics Study Centre) in 1924. The centre 
published a bi-monthly magazine Töji, as well as 
publishing catalogues. All its reference books and 
collected objects perishied during the air-raids in 1945.
Sangyd Kdgei Shikenjo (Industrial Craft Research 
Institute)
1927 - present (changed name in 1952, then became Kögyo 
Gijutsu-in (Academy of Industryal Technology) Sangyo Kogei 
Shikenjo in 1969
Established under the Ministry of Commerce and Industry 
for scientific and technical research into industrial 
craft production. The institute was located in Sendai, 
the principal city in the north-east Japan. The institute 
opened in 1928 with large government funding. It issued 
Kogei Nyusu, from 1931 to 1974. When the ministry invited 
foreign designers, including Bruno Taut (German, 1933) and 
Charlotte Perriand (French, 1940), the institute took part 
in their workshops (Taut taught a few months at the 
institute).
Sekidosha (Red clay company) - ceramics artists' group
1920 - 1922
There were six founding members: Kawai Einosuke, Kawamura 
Kitard, Kusube Yaichi, Yagi Iss6 (father of the post-war 
abstract ceramist Yagi Kazuo), Araya Yoshikage and 
Michibayashi Toshimasa. All were from the Kydto Ceramics 
Testing Institute. The group aimed to express their 
creativity by means of ceramics and challenged the old 
practice of repeating stylised skill and patterns. The 
first exhibition was held at the Takashimaya department 
store in March 1920. In 1921 it held an exhibition in 
Tokyo. It dissolved after the members eventually 
dispersed.
Shin Hanga Undd (New Print Movement)
1915 - 1930S
The movement was begun by Watanabe Shdzaburo (1885-1962), 
a print dealer and publisher. Watanabe worked at a 
trading company where he learned about ukiyo-e prints, 
which were one of the major export items. He even tried 
to print Hiroshige's works from the original blocks in 
1904. Eventually, Watanabe wanted 'to create modern
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ukiyo-e by modern artists and create supreme works of art 
by depicting the beauty of nature, landscape and life in 
Japan'. In 1915, he asked Hashiguchi Goyo (1880-1921), a 
painter and illustrator who shared Watanabe's interest in 
ukiyo-e prints, to supply a design from which prints would 
be made by professional blockcutters and printers. It was 
a commercial success, but Hashiguchi decided to publish 
prints from his own workshop so he left Watanabe after the 
first work. Watanabe then recuited Ito Shinsui (1898- 
1972), a nihon-ga painter trained at a printing company, 
then only 18 years old. Itö's first print from the 
Watanabe Woodblock Print Shop was Looking into the mirror 
in 1916. ltd continued to draw many designs for Watanabe? 
Watanabe called his prints shin-hanga (New Prints). Other 
artists who worked for him include Kawase Hasui, Yamamura 
Kdka, Natori Shunsen and Yoshida Hiroshi, whose landscape 
and 'flowers and birds' prints are often found in foreign 
collections. Apart from Hashiguchi and Yoshida Hiroshi, 
all artists who worked for Watanabe were Japanese-style 
painters.
Shirakaba (Silver Birch) - literature and art magazine
1910 - 1923
One of the most influential magazine during the Taisho 
period. It was published by several dojin (associates) 
who were students at Gakushüin (Peers' School) High 
School. There were three preceeding magazines circulated 
among the dojin of different grades: Nozomino [Plain of 
Hope] by Mushanokdji Saneatsu, Shiga Naoya, Kinoshita 
Rigen and ögimachi Kimikazu (then students at the Tokyo 
Imperial University, except Mushanokoji who left the 
university); Mugi [Wheat] by Kojima Kikuo, Sonoike Kimichi 
and ögimachi Saneyoshi (two grades lower at Gakushüin)? 
Töen [Peach Orchard] by Yanagi Sdetsu, Miura Naosuke (one 
grade lower than Kojima) and Kori Torahiko (one grade 
lower than Yanagi). The young men planned to publish a 
united magazine and began preparations in 1909. It was 
then that Bernard Leach came to Japan and began teaching 
etching to some of them. Shirakaba was first published in 
1910 with three additional dojin: Arishima Mibuma (artist, 
Shiga's friend), Mibuma's elder brother Takeo and Nagayo 
Yoshirö (Yanagi's childhood friend). See also Chapter 
One.
Shiro-to Kuro (White and Black) - print magazine 
Jan. 1930 - Aug. 1934
Edited and published by Ryöji Kumata, critique and patron 
of many print artists including Munakata Shikö.
Shoköten - see Noten
Shükan Sandee (Weekly Sunday) - popular magazine 
1908 - ?
Cartoonists for the magazine included Yüki Somei, Ishii
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Hakutei and Morita Tsunetomo (Hösun group)
Shun'yökai (Spring Sun Association) - art association
1922 -
Founded by some ex-members of the yo-ga section of the 
Nihon Bijutsu-in: Yamamoto Kanae, Kosugi Hoan, Morita 
Tsunetomo, together with Södo-sha artists and others. By 
1931 its print section represented artists - Hasegawa 
Kiyoshi, Ishii Tsuruzo, Hazama Inosuke, Fujimori Shizuo, 
Maekawa Senpan, Asahi Masahide, Mujimaki Yoshio, and Maeda 
Toshiro - whose styles can be contrasted with Kokugakai 
print artists.
Södosha (Grass and Soil Company) - art association 
1915 - 1922
Kishida Ryüsei initiated the first exhibition of Gendai-no 
Bijutsu-sha in 1915, which became the first Sodosha 
exhibition. Its eleven founding members include Kishida, 
Nakagawa Ichiro, Kono Tsüsei, Kimura Shohachi and Tsubaki 
Sadao. By the fourth exhibition, its style was 
established along that of Kishida Ryüsei. After the 
members dispersed, many of them rejoined in Shun'yökai.
Söshoku Bijutsu-ka Kydkai (Decorative Artists'
Association)
1919 - 1920
'The aim of this association is to create and exhibit 
works of art (Objects d'art), thus raising the dignity of 
what is normally called craft art and show its ultimate 
quality' [French term inserted in the original]. The term 
'decorative art' was chosen by Okada Saburosuke, in order 
to express innovativeness and artistic quality of craft. 
Founding members were: Hara Saburd, Nishimura Toshihiko, 
Okada Saburösuke, Watanabe Soshü, Nagahara Kotaro, Fujii 
Tatsukichi, Kon Wajirö, Saito Kazö, Hirokawa Matsugoro and 
Takamura Toyochika. Okada and Nagahara were teaching 
staff at Tokyo School of Fine Arts - the others, except 
Fujii and Watanabe, were all TSFA graduates. According to 
Takamura, Okada exhibited leather work with European 
patterns, Nagahara Kotaro (yo-ga) pottery vase in the 
style of European folk-craft.
Subaru (the Pleiades) - Literature and art magazine 
1909 - 1913
Founded after the young ex-members of Myöjö (I) reconciled 
with Yosano Tekkan, with virtually the same people and 
style as Myöjö. It began with younger editors such as 
Hiraide Osamu, Hirano Banri, Ishikawa Takuboku and Yoshii 
Isamu. Its liberal spirit bore fruit in significant 
publications such as Takamura Kötarö's 'A Green Sun'.
Mori ögai contributed a column called 'Mukudori Tsüshin' 
(Starling Report), short lines of reports on artistic and 
social events extracted from various foreign newspapers.
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Taiheiydgakai (Pacific Yöga Society)
1889 - 1901 (Meiji Bijutsukai)
1901 - present (Taiheiyogakai - Taiheiyö Bijutsukai)
Meiji Bijutsukai was established as the first association 
of Western-style art in Japan when, as a result of the 
strong nationalist influence, yö-ga was excluded from the 
newly opend Tokyo School of Fine Arts. The society 
organised annual exhibitions, lectures and meetings for 
promoting yo-ga. In 1893 Kuroda Seiki and Kume Keiichiro 
returned from Europe. Their new brighter style and 
thinking clashed with other members. As a result, the two 
artists and some others left the association in 1996 and 
founded Hakubakai. In 1901 Meiji Bijutsukai dissolved, 
and re-established as Taiheiyogakai, with younger members 
newly returned from Europe, such as Yoshida Hiroshi, 
Mitsutani Kunishiro as the main force Ishikawa Toraji. 
Kosugi Misei, Ishii Hakutei, Kanokogi Takeshird and 
Nakamura Fusetsu also joined in the following years, 
forming one of the major currents in the Western-style 
art. They opened an art school in 1904, teaching painting 
and sculpture. Its students included some of the major 
painters of modern Japan: Koga Harue, Nakamura Tsune, 
Matsumoto Shunsuke and Nakahara Teijiro.
Taiyö (The Sun) - general magazine
1895 - 1928
Publisher Hakubunkan. When Taiyö was first published, it 
enjoyed extreme popularity, particularly for the first ten 
years or so. The average number of copies printed for 
each issue was around 95000 between 1895 and 1898. From 
the start, it was a magazine of over 200 pages with 
contents varying from economics, politics, legal matters, 
education, religion, family, literature, arts, history, 
agriculture, commerce, industry, science, society, 
overseas news, the news on the Imperial family, editorial 
and so on. Each of these categories carried at least a 
few articles, some more than ten. Its readers were 
largely intellecturals - students, public servants and 
teachers. The encyclopeadic magazine eventually stopped 
when the changing society demanded smaller and specialised 
magazines.
Teikoku Kdgei-kai (Imperial Craft Society) - Industrial 
craft society
1926 - 1943 (merged with Dai Nihon Kögei-kai (Great Japan 
Craft Society)
A large scale organisation with core members from 
aristocrats (such as Marquis Tokugawa Yoshichika) and 
businessmen (such as Hara Tomitarö) as well as established 
men from the industry (such as Masaki Naohiko and Kamisaka 
Sekka). It aimed to promote industrial craft for export 
following successful examples such as Nihon Toki. It saw 
the slump in craft export as due largely to outdated 
design, and set three aims to improve the situation: to
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industrialise craft production, to bring its design up to 
date and to popularise craft. Its views on craft were 
represented by Yasuda rokuzö (see Chapter Three). Its 
activities included research into industrial craft, 
submitting reports on design copyright, the establishment 
of a craft museum and overseas craft exhibitions. The 
society issued newsletter Teikoku Kögei in which it 
introduced overseas designs and other practical materials. 
Also see Chapter Three.
Teiten (Imperial Art Academy Exhibition) - see Kanten
Tokyo Bijutsu Gakkd (Tokyo School of Fine Arts)
1887 - present
Founded by the government under the initiative of Okakura 
Tenshin and Fenollosa who had travelled to Europe in 
preparation of an art school in 1887. Okakura became the 
headmaster in 1888, and instractions in painting, 
sculpture (woodcarving) and crafts began in 1889. The 
duration of the education was five years: General Course 
(2 years) and Special Course (3 years), but was later 
changed to Preliminary Course (1 year) and Regular Course 
(3 years). Yo-ga was introduced into the curriculum in 
1896, with Kuroda Seiki and Kume Keiichirö as teaching 
staff. In 1898, an anonymous letter was circulated 
accusing Okakura of having an affair (with Kuki Ryüzö's 
wife), resulting in Okakura's resignation and departure of 
seventeen staff artists who established the Japan Art 
Institute. In 1905 the Painting course was divided into 
nihon-ga and yo-ga courses, and the Craft course was 
replaced by Metalwork, Casting and Lacquerwork courses.
In 1933, the courses were further restructured into Nihon- 
ga, yo-ga, Sculpture, Craft and Architecture, also adding 
a two-year postgraduate course. In 1949 it was combined 
with Tokyo School of Music and integrated into Tokyo 
Geijutsu Daigaku - Tokyo University of Fine Arts, although 
the Tokyo School of Fine Arts remained as part of the 
university until 1952.
Tobae (cartoon magazine) - by George Bigot (1860-1927)
Oct. 1884; Feb. 1887 - Jan. 1890
A satirical magazine and one of Bigot's publications in 
the Yokohama foreign settlement. The first issue (1884) 
was titled TOBAYE and the later issues t6ba£. Bigot also 
published TÖBAfi SPORT in Oct. 1889. Many of the issues 
were either banned or attempted to be banned by the police 
for 'disturbing peace'. Bigot left Japan in 1899.
Tokyo Puck - satirical magazine 
1905 - 1912 and 1912 - 1915
Publisher Yürakusha. Founded by a cartoonist Kitazawa 
Rakuten (real name Kitazawa Yasuji, 1876-1955). Kitazawa 
learned Western-style illustrations from Frank Nankivell 
(1869-1959), an Australian cartoonist who was the chief
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artist for Box of Curios, a magazine published in the 
Yokohama foreign communities. When Nankivell left Japan 
for America, he recommended Kitazawa as his successor. 
Eventually, Fukuzawa Yukichi, journalist and pioneer of 
private education, took notice of this young artist as the 
illustrator for his newspaper. Observing that satirical 
cartoon magazines had become popular, Kitazawa decided to 
publish a new magazine, thus the Tokyo Puck was born. It 
became extremely popular, and fostered many young artists 
such as Yamamoto Kanae, Ishii Tsuruzö, Sakamoto Hanjiro 
and Kawabata Ryüshi. The cartoons were captioned in 
Japanese, Chinese and English, giving it an international 
character. In his office, Kitazawa collected foreign 
magazines such as Punch (British), the Judge (American),
Le Lire (French) and other European publications from 
which his illustrators studied the Western styles of 
cartoon drawing. As a result, the style of Tokyo Puck is 
quite different from the early cartoons, such as those in 
Marumaru Chinbun by Kobayashi Kiyochika. The first phase 
ended when the company was mortgaged by the publisher who 
had debts in aother business, and Kitazawa resigned from 
Yürakusha in protest.
Tdyö T6ji Kenkyükai (Asian Ceramics Study Group)
See Saikokai
Tsukuhae (Moon Shadow) - group magazine of prints 
Sep.1914 - Nov. 1915
Published from Rakuyddo, the publisher of Shirakaba. A 
major magazine of poetry and creative prints (woodblock) 
after Hösun, yet with distinct style of individual 
emotions. Its members (dojin) were Onchi Koshiro,
Fujimori Shizuo and Tanaka Kyokichi (all students of Tokyo 
School of Fine Arts). There were two versions of 
Tsukuhae: one was a privately printed, experimental 
magazine and the published version. The magazine ended 
with Tanaka's death.
Zamboa (Lost Paradise) - art magazine 
Nov. 1911 - May 1913 (19 issues)
Editor Kitahara Hakushü. Contributors indluded: Ueda Bin, 
Kabahara Ariaki, Nagai Kafü, Uchida Roan, Yosano Akiko, 
Ishii Hakutei, Takamura Kötarö, Kinoshita Mokutard, Nagata 
Hideo, Yoshii Isamu, Satomi Ton, Shiga Naoya. Many of the 
members were also members of Pan-no Kai.
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BIOGRAPHICAL NOTES
Aoyama Jiro
(1901-79)
An early member of the Mingei movement. A son of a 
wealthy family, he is known as an antique connoisseur and 
essayist. He belonged to a circle of writers and 
scholars, and his name is usually associated with 
Kobayashi Hideo (1902-83, literature and art critic), 
Nakahara Chüya (1907-37, poet), Uno Chiyo (1897- ) and 
others whose publications were often designed by Aoyama. 
His credibility as a me-kiki, that is his ability to 
'discover' values in ceramics and to bring them to wider 
attention, was respected amongst contemporary 
intellectuals. Aoyama was a close friend of Ishimaru 
Shigeharu and Yanagi Keisuke (both were related to Yanagi 
Soetsu) and was associated with Yanagi in the 1920s, 
particularly after Yanagi moved from Abiko to Tokyo. His 
name appears in the Prospectus for the Establisment of 
Japan Folk Crafts Gallery as staff in charge of collecting 
objects.
Bigot, George Ferdinand
(1860-1927)
French artist and illustrator. Bigot was born in Paris, 
studied at L'ficole de Beaux Arts. He became interested in 
Japan through his teachers and the exposition 
internationale (1878). He left France in 1881 for Japan, 
arriving at Yokohama in January 1882. He taught drawing 
and French at various venues, including the Army Officer's 
School where he taught art for two years from October 
1882. He travelled extensively, and published many 
collections of copperlpate prints from 1883. From the 
late 1880s he began journalistic work as well as book 
illustrations. He travelled to China and Siberia in 1893- 
4. As the Sino-Japanese War broke out, he joined the 
Japanese Army as reporter for a British magazine Graphics 
(1894-5). After his return to Japan, his satire became 
more daring, both politically and socially, which resulted 
in pressure from the Japanese police. Such freedom of 
expression was possible only under the protection of the 
extraterritorial rights of the foreign settlement in 
Yokohama, south west of Tokyo. He had thus been almost 
forced to leave Japan before the amended bilateral treaty 
which abolished those rights. He eventually left Japan in 
June 1899, two months before the new treaties came into 
effect. He divorced his Japanese wife Yasu whom he had 
married just before he left for the Sino-Japanese war, 
taking his four-year-old boy with him. After his return 
to Paris, Bigot continued to contribute illustrations on 
Japanese subjects.
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Fujii Tatsukichi 
(1881-1964)
One of the pioneers of modern Japanese craft. Fujii was 
born in Aichi (capital Nagoya) in a merchant family. He 
was sent to Hattori Cloissond Shop in Nagoya as an 
apprentice. He learned the skills of cloissond and, when 
the company participated in the International Exhibition 
at St Louis in 1904, he was sent to America as their 
staff. He took the opportunity to go around America, 
visiting Boston Museum and other museums, returning to 
Japan in 1905. Soon after his return, he resigned from 
the company and went to Tokyo. While in Tokyo, he visited 
Bernard Leach's kiln in Ueno. He began creating craft 
with various material and methods: painting, sculpture, 
cloissond, embroidery, dyeing, ceramics, lacquerware, 
paper craft and so on. He exhibited these works at 
Takamura Kötaro's Rökandö during its short existence. He 
joined the Gorakukai, the progressive group which 
advocated craft as expressive form of art. In 1912 Fujii 
joined Fuzankai exhibition. In 1914 he first met Takamura 
Toyochika, with whom he would cooperate in many occasions 
for promoting the New Craft Movement, such as Soshoku 
Bijutsu Kyokai and Mukei. Around 1920s, he became 
involved in developing shugei (home craft) for the general 
public. In 1921 he began writing for Shufu-no Tomo 
(Housewives' Friend), a monthly magazine, occasionally 
conducting workshops. He also involved himself in 
reforming designs for department stores. But because his 
ideas were new to the industry at large, in many of these 
activities Fujii faced strong conservative opposition. In 
1927 he joined Yamamoto Kanae, Masaki Naohiko (1862-1940 
Principal of the Tokyo School of Fine Art from 1901-32 and 
the main force behind the establishment of kanten in 1906) 
and other colleagues to improve and promote art education 
at schools. In 1931 he resigned from all the association 
memberships and returned to Nagoya where he devoted 
himself in reviving local crafts - ceramics and paper 
making, in particular. He was one of the strong critics 
of the Mingei movement.
Fujimori Shizuo 
(1891-1943)
Creative Print artist. Born in Kyüshü, Fujimori aspired 
to become a painter and went to Tokyo in 1910 and studied 
at Hakubakai where he became acquainted with Tanaka 
Kyökichi. He met Onchi Koshiro at Tokyo School of Fine 
Arts. The group of three often visited Takehisa Yumeji, 
discussed art and began publishing Tsukuhae in 1914.
After graduating, he began teaching at high school in 
Kyüshü. While in Kyüshü, he joined the Japan Creative 
Print Association when it was formed and exhibited prints 
every year. He then moved back to Tokyo in 1922, 
involving himself in various activities of the Creative 
Print movement.
Goseda Höryü
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(1827-1892)
Meiji artist of a samurai descent. He studied ukiyo-e 
from Utagawa Kuniyoshi, then travelled to western Japan 
between 1843 and 1848, studying oil painting in Nagasaki. 
He also learned the Kano school of nihon-ga. He moved 
from Edo to Yokohama in 1864, painting many portraits and 
other subjects in his unique hybrid style. In 1873 he 
painted a portrait of Emperor Meiji. He then established 
a portrait studio in Tokyo with a photographer partner in 
1878. His adopted son, an oil painter, took the name 
Höryü after his retirement. His second son Yoshimatsu and 
eldest daughter Watanabe Yüko were also artists.
Goseda Yoshimatsu
(1855-1915)
Painter and a son of Goseda Horyü. At twelve, he studied 
oil painting under Chales Wirgman (1835-1891), a 
correspondent artist for The Illustrated London News, and 
came to be known as a talented painter. Yoshimatsu left 
his father's studio in 1872, and became independent. In 
1876 he entered the Ministry of Works Art School and 
studied under Antonio Fontanesi (1818-1882), an Italian 
artist. In 1880 he went to Paris where he had his works 
admitted to the Salon exhibitions. He went to London in 
1887, then to America and returned to Japan in 1889. His 
work declined in quality towards the end of the centry. 
His submission to the first Bunten in 1907 was his last 
work to be exhibited.
Hayashi Tadamasa 
(1856-1906)Dealer in Japanese art and craft. Hayashi was adopted 
into a samurai family in Kanazawa and went to Tokyo in 
1870. In 1877 he sought employment at Kiritsu Kosho 
Kaisha through Hirayama Narinobu (1854-1929 one of the 
major officers involved in the Vienna Exhibition in 1873). 
He was hired and acted as interpreter at the 1878 Paris 
International Exhibition. He was dismissed from the 
company later in the year, but remained in Paris working 
as interpreter for various Japanese visiting officers. In 
1881 he rejoined the Paris branch of the company where 
Wakai Kenzaburo (see Glossary under Kiritsu Koshd Kaisha) 
had arrived in the previous year. In 1882 he resigned 
from the company with Wakai and the two established a 
partnership around 1884, dealing in Japanese arts and 
crafts. In the meantime, he became acquainted with 
artists and collectors in Paris as well as some important 
Japanese government officials including ltd Hirobumi 
(1841-1909, one of the most powerful politicians in the 
Meiji government - he became Japan's first prime minister 
in 1885 then returned to the position three times until 
1901), Prince Arisugawa and Saionji Kinmochi. His other 
contribution to Japanese art was that he encouraged Kuroda 
Seiki, who was in Paris in 1887, to become a painter. He 
was in the midst of Japonisme in France and America, and, 
moving between Paris, Tokyo and to New York, acted as a
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dealer-connoisseur of Japanese art. The ukiyo-e collector 
Edm. de Goncourt was one of Hayashi's closest friends with 
whom he collaborated in publishing Utamaro and Hokusai.
In the 1890s, he began collecting European modernist 
paintings intending to bring them back to Japan. As 
Hayashi was sensitive to the European art movements, he 
became concerned with Japan's attitude towards the 
international exhibitions as solely trade fairs; he saw 
them as 'peaceful war' in which nations compete in 
culture. In 1897 when the above senior government 
officials came to Paris (for different reasons), they 
decided to recruit Hayashi as the Chief Secretary of the 
Exhibition Committee. The appointment, for which new 
legislation had to be brought in to allow a non-government 
officer to take the position, caused a widespread 
resentment in Japan. As the Chief Secretary, Hayashi 
officially changed the classification of Japanese art and 
craft for the first time (see Chapter Two).
* Hayashi's birthdate varies in different source, from 
1851, 1853 to 1856. Here I followed Kigi Yasuko's 
chronology in her book Hayashi Tadamasa-to sono Jidai.
Igami Bonkotsu
(real name Igami Junzö, 1875-1933)
A prominent block-cutter of woodcut print. Igami was born 
into an old samurai family in Shikoku. He went to Tokyo 
in 1892 and was apprenticed to a known blockcutter. As a 
blockcutter, he preferred working with yo-ga artists who 
treated them as equal, rather than with nihon-ga artists 
who generaly kept distance from artisans like him. So he 
actively socialised with the group around Myöjö and Hosun. 
He cut blocks for reproductions in those magazines, as 
well as print series including Nihon Fükei Hanga (1917-20) 
by artists such as Ishii Hakutei, Morita Tsunetomo, Ishii 
Tsuruzö, Hirafuku Hyakusui, Sakamoto Hanjiro and Kosugi 
Misei. Igami also taught his skills to others, including 
a German called Fritz Rumpf and an American woman, Helen 
Lam. Hiratsuka Un'ichi, who later became a prominent 
print artist, was also Igami's student.
Ishii Hakutei
(real name Ishii Mankichi, 1882-1958)
Art critic, printmaker and painter. Hakutei was the 
eldest son of Ishii Teiko, a Japanese style painter. 
Hakutei was apprenticed to the Printing Bureau of the 
Treasury. While working there, he began studying painting 
in the old school (Taiheiyögakai). He drew illustrations 
for the Chüö Shinbun (newspaper) and the Tokyo Puck.
Early in the 1900s he edited Myöjö in which he introduced 
Yamamoto Kanae's first 'creative print' in 1904. He 
published Hosun with Yamamoto Kanae and Morita Tsunetomo 
and later studied in Europe between 1910 and 1912. He was 
also involved in associations promoting art education. 
Ishii Tsuruzö was his younger brother.
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Ishikawa Takuboku
(real name Ishikawa Hajime, 1886-1912)
Poet. Born in a Zen temple. While at high school in 
Morioka, in northern Honshü, Takuboku joined Yosano 
Tekkan's Shinshisha (1898). He went to Tokyo in 1902 and 
1904, hoping to find literary success, but economic 
hardship and illness took him back to Morioka. He taught 
at a primary school as an emergency teacher for one school 
year(1906-7). After changing many jobs and supporting his 
parents and family, in 1909 he eventually found a position 
as a proofreader at the Asahi Shinbun, a major newspaper 
in Tokyo. He published Ichiaku-no Suna, a collection of 
tanka (31 syllabary poem) in 1910.
When the Great Treason Case began with the first arrests 
of socialists and anarchists, Ishikawa was aware of the 
nature of the allegation, even when it was kept from the 
public by a media blackout. Since his friend Hiraide Shü 
(1878-1914), also a writer for Myöjö and Subaru and a 
barrister, was appointed to defend some of the accused at 
the secret court, Ishikawa could obtain information which 
was not otherwise accessible. As a young and enthusiastic 
barrister, Hiraide began to study anarchism to defend his 
clients and, for the purpose, made several visits to Mori 
ögai who was the leading intellectual of Western thought. 
He asked Hiraide to let him read Kötoku Shüsui's 
statements of which he made an entire copy for himself.
In 1911 Takuboku wrote to a friend that he had become a 
socialist. His conversion to socialism is significant 
because of his position as a leading modernist poet, the 
circumstances of his life and that it was triggered by the 
Great Treason Case. His illness (peritonitis) which 
started around 1910 quickly worsened and he died in 1912.
Ishimaru Shigeharu 
(1902-before 1982)An early member of the Mingei movement. Ishimaru was born 
as the son of Ishimaru Shigemi (Engineer, Techinical 
Officer of the Railways Division and a representative of 
the Upper House) and Itoko (1859-1947), the only daughter 
between Yanagi Söetsu's father Naraetsu and his first 
wife. Shigeharu went to Keio University where he returned 
to teach after the war. He was a close associate of 
Aoyama Jiro, and published a magazine Yamamayu with 
Kobayashi Hideo, Nagai Tatsuo and Aoyama. The group 
patronised Hamada Shdji, helping with exhibitions and 
organising subscription/distribution of his works.
Itaya Hazan
(real name Itaya Kashichi, 1872-1963)
Modern ceramist. Born into a family of a soy sauce maker 
in Ibaragi, north of Tokyo. Hazan entered the sculpture 
course of the Tokyo School of Fine Arts in 1889. After 
his graduation in 1894, he taught at some schools. In 
1896, he was appointed to teach sculpture in Kanazawa. In
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1898 the course was abolished, and he became a teacher in 
ceramics. This prompted him to study ceramics, in which 
Kanazawa had a long tradition. In 1903 he decided to live 
as a ceramist. He resigned from the school and moved to 
Tokyo to take up a teaching position at the ceramics 
course in the Tokyo Industrial School. His students 
included Hamada Shöji. He built a kiln and began 
producing exhibition pieces while also making tableware 
for living. He won prizes at various domestic industrial 
exhibitions, and was soon established as a selector.
Hazan did not throw pots himself but always used an 
assistant to work at the potter's wheel (Fukami Sannjiro 
from 1904 to 1909, followed by Genda Ichimatsu from 1909 
to 1963).
Iwamura Toru 
(1870-1917)
Art critic. A son of a baron and an elder brother of 
Tatsuno Kingo (1854-1919) the first fully trained 
European-style architect in Japan). Iwamura was sent to 
Keio Gijuku primary school where English was taught by 
native English speakers. He proceeded to high school to 
study English and English literature. In 1888, as his 
English teacher at the high school returned to America, he 
went with him to study in America. He entered Wyoming 
Seminary, Kingston, New York, and studied the theory and 
history of art, as well as English literature, French and 
Italian. He continued to study further at the art school 
of the National Academy of Design, New York in 1890. In 
1991 he went to Britain and Europe, settling in Paris and 
studied painting at l'Academie Julienne. While staying in 
Paris, he became acquainted with Kurada Seiki and Kume 
Keiichird with whom he came to have a lasting friendship. 
He returned to Japan in 1892 and began teaching painting, 
English and design at his old school. He was also invited 
by Meiji Bijutsukai to be a lecturer. When Kuroda, Kume 
and others left Meiji Bijutsukai to establish Hakubakai, 
he joined them and worked with them as a lecturer. When 
the Bljutsu Shinpö was published, he contributed many 
articles on Western art. One of his major contributions 
to the magazine was to introduce Ruskin and his ideas to 
wider readers. As the writer of the 'Art Students in 
Paris', Iwamura's progressive and open-minded attitudes 
(as Ishii Hakutei and Takamura Toyochika commented) had a 
strong influence in the general art scene in Japan.
Jugaku Bunshö (Fumiaki)
(1900-1992)
Scholar of English and American literature and a close 
friend of Yanagi Soetsu. He specialised in the study of 
William Blake for which he obtained a doctorate in 1951.
He is also known for his interest and study of Japanese 
paper and as the translator of the complete Divine Comedy. 
He was associated with the socialist Kawakami Hajirae, and 
was known for his rebellious spirit; being a Christian, he 
often clashed with the military police during the war. He
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published 'Blake and Whitman', a study magazine of the two 
poets with Yanagi Söetsu. Like Yuasa Hachiro, when the 
Mingei movement was split in 1953, he supported Miyake 
Tadaichi and his Japan Mingei Cooperative, contributing 
articles for its magazine, while trying to re-unite the 
movement.
Kamisaka Sekka
(real name Kamisaka Yoshitaka, 1866-1943)
One of the pioneers of modern craft design. Kamisaka was 
born into a samurai family in Kyoto. He studied nihon-ga 
under Suzuki Mizuhiko and Kishi Kökei (Kishi became the 
first to receive the title of a Master Craftsman of the 
Imperial House as a designer in 1906). In 1890 when Kyoto 
city Craft Design Office opened, he became its chief. He 
went to Europe in 1907 to study pattern designs. Through 
his activities in various study groups, he contributed to 
modernising craft designs, particularly lacquerware 
designs, while keeping the taste of traditional Japanese 
art. His designs were often executed by his younger 
brother Kamisaka Yükichi (1886-1938). Sekka remained a 
strong opponent of the Art Nouveau style design.
Katori Hozurna
(real name Katori Shüjiro, 1874-1954)
Graduated from the metal casting course at Tokyo School of 
Fine Arts in 1897. He.taught the history of metalwork at 
the school. Katori drew inspiration from Japanese 
classical subjects. His submission to the first craft 
exhibition at Teiten as a selector in 1927 was a cast 
metal mirror with relief decoration. He and Itaya Hazen 
represented the conservative camp in the 1920s when the 
New Craft Movement was emerging. He was awarded a Master 
Craftsman of the Imperial House in 1934.
Kishida Ryüsei 
(1891-1929)
One of the most significant modern Japanese painters, both 
in painting and theory. Kishida studied painting under 
Kuroda Seiki at Hakubakai. When the magazine Shirakaba 
came out, he was strongly moved by the Post-Impressionist 
paintings reproduced in the magazine. In 1912 he formed 
Hyüzankai, which exhibited many works by artists who were 
to play significant roles in Japanese art. From around 
1914 he became interested inthe works of the northern 
Renaissance, and his style dramatically changed. In 1915 
he formed Sodosha. From around 1920, he was strongly 
attracted to Eastern art, particularly hand-painted ukiyo- 
e and published studies on those subjects. He went to 
China in 1929, and on his way home died in Kyüshü.
Kishida was a close associate of the members of the early 
Mingei group as well as artists such as Takamura Kötarö.
Kitahara Hakushü
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(real name Kitahara Ryükichi, 1885-1942)
One of the most popular poets in Japan to date and 
Yamamoto Kanae's brother-in-law. He left Waseda 
University without finishing the course and concentrated 
on writing poetry. He joined Shinshisha in 1906. He was 
one of the main instigators in forming the Society of Pans 
in 1908 with close writers and artists. His style belongs 
to aestheticism or new romanticism. From 1918 he was 
involved in the publication of Akai Tori (Red Bird), a 
magazine for children, to which he contributed children's 
songs, many of which were composed by Yamada Kosaku (1886- 
1965), a popular composer trained in Western music.
Kitahara Senroku 
(1887-1951)
Metal craft artist of the New Craft movement. Kitahara 
graduated from the metalworks course of the Tokyo School 
of Fine Arts in 1911 and taught at the Tokyo Munincipal 
Craft School from 1914 to 1921. In 1915 he joined 
Takamura Toyochika, Toyoda Katsuaki and others in forming 
Mukei. From 1927 he exhibited at kanten, winning prizes, 
and soon becoming a member of its selection committee.
Kitaoji Rosanjin (or Rosannin)
(real name Kitaoji Fusajiro, 1883-1959)
Calligrapher, seal-engraver, culinary connoisseur and 
ceramist. Born into an old, but impoverished and broken 
family of a shrine keeper, he was adopted by a wood 
engraver. Rosanjin became interested in and taught 
himself calligraphy and painting while helping his 
stepfather in engraving. He also studied antigues under 
various patrons. In 1919 he opened an antique shop 
Taigado with his friend in Tokyo. In 1921, he established 
a gourmet club for high-profile clients (politicians and 
businessmen), which eventually led to the opening of 
Hoshigaoka Charyo, an exclusive eating house, which 
quickly developed a reputation for Rosanjin's 
unconventional and creative cuisine. He began making 
tableware in his own design by establishing a kiln at 
which he employed assistants (including ceramist Arakawa 
Toyozö), who shaped the clay which he finished by giving 
them final shapes, glazing, painting or writing. He took 
part in the search for old Momoyama kilns and, as a 
result, Arakawa Toyozö discovered an old shino kiln. As 
well as these achievements, he is well known as an 
extraordinary egotist and chauvist. He published a 
magazine Hoshigaoka which he used to advocate his beliefs 
in art and cuisine. It was in this magazine that Rosanjin 
viciously attacked Yanagi Söetsu and his Mingei theory.
Kinoshita Hokutaro
(real name öta Masao, 1885-1945)
Medical doctor, playwright and critic. He studied 
medicine at the Tokyo Imperial University and became a 
dermatologist. He was one of the younger men closely
associated with Mori Ögai, and, like Ögai, he was a 
rationalist, both in literature and art criticism, among 
the aestheticists of the magazine Subaru.
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Koide Tsuguo
Koide was a prot6g6 of Nishida Kitaro (1870-1945, one of 
the most distinguished philosopher in modern Japan, whose 
theory of 'intellectual intuition - junsui keiken' seems 
to have influenced Yanagi greatly in his Mingei theory).
He attended the zadankai organised by the early Mingei 
members and often challenged Yanagi in discussions. 
According to Okamura Kichiemon, Yanagi named Mizutani and 
Koide as the two people of his generation from whom he had 
received most intellectual stimulation.
Kune Keiichird 
(1866-1934)
The eldest son of Kume Kunitake (1839-1931 a historian who 
wrote the report of the Iwakura Embassy 1871-3). Kume 
studied oil painting from 1884, and went to France in 1806 
as a private student and studied under Raphael Collin. In 
France he formed a lifetime friendship with Kuroda Seiki. 
He joined Kuroda in forming Hakubakai. It is said that 
Kume played a supporting role as an art theoretician and 
administrator for Kuroda.
Kurahashi Tojiro 
(1887-1946)
Businessman and critic of ceramics. Kurahashi graduated 
from the ceramics course at Osaka Industrial High School 
in 1910. He held many executive positions of various 
companies. He also represented Japan at the International 
Economics Conference, the General Meeting of the League of 
Nations etc. He was the chairman of Saikokai (see 
Glossary). In his letter to Leach, Yanagi introduces 
Kurahashi as 'a friend of mine, Hamada's and Kawai's' and 
also as 'not only a lover of ceramics but also an 
outstanding collector'.
Kuroda Seiki (or Kiyoteru)
(1866-1924)
The main leader of Hakubakai who led the 'new school' of 
yo-ga around the turn of the century. Kuroda was an 
adopted son of Kuroda Kiyotsuna (1830-1917 senior 
government officer and poet, made a viscount in 1887). He 
went to Paris in 1884 to study law. Influenced, however, 
by his friends, such as Hayashi Tadamasa in Paris, he 
turned to painting, studying under Raphael Collin. Kume 
Keiichird arrived in Paris in 1886 and met Kuroda at 
Collin's school. They lived together in Paris and kept a 
close friendship throughout their lives. On their return 
to Japan, they introduced a brighter style of painting, 
which they had acquired in Paris. Although they first 
joined Meiji Bijutsukai on their return to Japan, when
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they disagreed with its leaders in style and 
administration they left it with their followers and 
formed Hakubakai in 1896. Kuroda also attracted 
considerable public attention when his semi-nude painting 
Morning Toilet was exhibited at the Fourth Domestic 
Exhibition in 1895 (it was shown only to a limited 
audience). He was the first painter to exhibit a painting 
of a nude. The second issue of the Bijutsu Shinpö was 
banned because it printed Kuroda's triptych Knowledge, 
Perception, Emotion, each concept represented by a 
standing female nude. He became a leading art 
administrator as well as art educator as professor at the 
Tokyo School of Fine Arts. In 1910 he became the first 
yo-ga painter to be awarded a Master Craftsman of the 
Imperial House.
Kuroda Tatsuaki 
(1904-1982)
See Chapter Six.
Kusube Yaichi 
(1897-1984)
See Chapters Three.
Miyagawa Kozan (First)
(real name Miyagawa Toranosuke, 1842-1916)
A leading ceramist of the Meiji period. Kozan was born 
into a family of ceramists in Kyoto. From 1850 he studied 
painting and proceeded into the family business in 1860.
In 1871 he was invited by a trader in Yokohama to build a 
kiln and produce ceramics. He became known for Makuzu- 
yaki, his own products which were characterised by 
detailed reproduction of birds, insects, shells and so on, 
attached to the main shape. Most of the products bearing 
his name were produced in his workship, but with many 
other artisans dividing the tasks amongst them. He 
produced for Kiritsu Kosho Kaisha, as well as submitting 
works in his own name, winning prizes at both domestic and 
international exhibitions. He was awarded a Master 
Craftsman of the Imperial House title in 1896.
Mokujiki Gogyd Shonin 
(real surname It6, 1718-1810)
Monk in late Edo period. In 1773 he made a vow that he 
would walk around Japan. During the pilgrimage, he carved 
many wooden images. The subject of his carving varied 
from Bodhisattvas, princes, Buddha's guardians to self 
portraits. The term mokujiki shonin (high priest who eats 
wood) refers to monks under a vow to eat only fruit and 
vegetables.
Mori ögai
(real name Mori Rintarö, 1862-1922)
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An army medical officer and one of the most important 
modern novelists. He went to Germany on a government 
scholarship for further study of physiology and hygiene 
from 1884 to 1888. On his return, he began to write 
literary criticism and novels while engaged in military 
duties. As a military officer and leading intellectual in 
a wide cultural sphere, he held close contacts with 
powerful politicians as well as with other prominent 
literary figures. Mori had a wide and balanced knowledge 
of classical Japanese, Chinese and Western (German, French 
and English) literature. In the history of Japanese 
literature, Mori is usually treated in his own right, 
outside any schools or movements.
Morris, William 
(1834-1896)
The introduction of Morris to Japan, in any noticeable 
form, did not begin until after 1900. All but one 
(Tomimoto's articles) of the following items are taken 
from the annoted bibiliography in Morisu Kinen Ronshü 
(Kawase Shoten, Tokyo, 1934), an anthology of essays 
commemorating the anniversary of Morris's birth (items of 
some significance only - historical reference excluded):
1901 Ueda Bin, [Essays of Literature], Shun'yddd, Tokyo 
(Ueda refers to Morris as one of the Three Modern 
Poets alongside Rossetti and Swinburn).
1902 Yano Fumio, [New Society], Dai-nippon Tosho, Tokyo 
(the author's views on ideal society are expressed 
with quotes from News from Nowhere).
1902 Murai Tomoyoshi, [Socialism], Rodo Sinbunsha (the
first 1899 edition was banned from publication - the 
author was a Christian socialist).
1904 Morris, News from Nowhere, Sakai Toshihiko (extract 
trans.), Heimin Shinbun from no.8 to no.23 (Jan. to 
Nov.), Heiminsha, Tokyo.
1912 Tomimoto Kenkichi, ['On William Morris' 1 & 2], 
Bijutsu Shinpö, Gahosha, Tokyo.
1915 Iwamura T6ru, [Art and Society], Shumi Sosho Hakkojo, 
Tokyo (about 37 pages are devoted to Morris's life, 
socialist activities, artistic activities, his 
socialism etc.).
1920- Morris News from Nowhere, Sakai Toshihiko (trans.), 
Arusu, Tokyo.
1921 Townsend, Mrs [?], [Morris's critical biography],
Katö Tetsuji (trans.), Shimoide Shoten, Tokyo.
1922 [Essays on art by Morris], Sato Kiyoshi (trans.), 
Nisshindö, Tokyo.
1922- [Designs by William Morris], Isho Bijutsu
Shashinruishü Kanko Kyökai, Koyosha, Tokyo (Images 
reproduced from Aymer Vallance, William Morris: His 
Art, His Writings and His Public Life)
1923 Morris, Hopes and Fears for Art, ötsuki Kenji (trans. 
and short introductory essay), Konishi Shoten, Tokyo.
1924 Kata Tetsuji, [William Morris: His Life and Ideas as 
Artistic Social Thinker], Iwanami Shoten, Tokyo 
(collection of Kata's lectures on Morris from 1921).
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1924 Kitano Daikichi, [Art and Society], Köseikaku, Kyoto 
(includes chapters and sections on: Morris's life, on 
handcrafts (Ruskin and Morris, Ideas on art, Ideal 
labour, Views on the Middle Ages, Views on today's 
society), on socialism (Morris and parliamentalism, 
Collectivism, Morris and anarchism), and on communism 
(Background to communist society, Political 
structure, Economy, Art, Brotherhood).
1925 Morris, [extract from Signs of Change], Honma Hisao 
(trans.), Tokyodo, Tokyo.
1925 Morris, News from Nowhere, Fuse Nobuo (trans.), 
Shojosha, Tokyo.
1925 Morris, Hopes and Fears for Art, ötsuki Kenji 
(trans.), Juhokaku, Tokyo (revised translation of the 
1923 version).
1926 Morris, The Earthly Paradise, Yaguchi Tatsu (trans.), 
Kokusai Bunken Kankokai, Tokyo (extract translation 
of the title - the Winter Tales only - not for sale).
1927- Selections from Morris, M. Ishii (ed. with notes), 
Kairyüdo, Tokyo, 1932 (English text for high school, 
extracts from 'The Beauty of Life', 'Neglect of Art', 
'Architecture', 'Art and Morals', 'The Best Art', 
'Gardens' and 'Furniture').
The above short-listed items show that interest in Morris 
in Japan was fairly balanced among his literary, socialist 
and artistic activities. In addition, English books such 
as J. W. Mackail's or Vallance's, as well as Morris's 
original writings, were available.
Munakata Shikö
(1903-1975)
See Chapter Six.
Nishimura Isaku
(1884-1963)
Designer and architect. His name Isaku was taken from 
Issac by his Father who was a faithful Presbyterian.
Isaku was adopted by the Nishimuras, his grandmother's 
family, at the age of three. After living in the 
Nishimura family for nine years, he was taken by his uncle 
öishi Seinosuke, who had just returned from America, to 
live with him. Nishimura seems to have been influenced by 
his socialist uncle, and wrote in the Heimin Shinbun 
against the Rosso-Japanese war in 1904. In 1910 Seinosuke 
was arrested and charged for treason in the Great Treason 
Case, and Isaku was also arrested. After Seinosuke was 
executed in 1911, Yosano Tekkan and Akiko, both of whom 
were friends of öishi's, gave their support to Nishimura. 
In 1921 he founded Bunka Gakuin (Culture School).
Okakura Tenshin
(real name Okakura Kakuzö, 1862-1913)
Art educator, critic and administrator. Born in Yokohama 
as a son of a samurai family, Okakura studied English from
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an early age. While at the Tokyo Imperial University, he 
became acquainted with Fenollosa initially through acting 
as his interpreter. After graduating from the university, 
he entered the Ministry of Education in which he worked 
with Fenollosa for the preservation of old Japanese art 
and for the establishment of Tokyo School of Fine Arts.
He became its president from the second year until 1898 
when his old love affair with the wife of Kuki Ryüichi, 
his superior, was exposed and he resigned from the school. 
With some of the teaching staff who also left the school 
with him, Okakura established Nihon Bijutsu-in (Japan Art 
Academy) in the same year. Its magazine Nippon Bijutsu 
advocated the older view of craft as skill, while 
retaining the view that the uniqueness of Japanese art 
lies in the fact that it had no distinction between art 
and craft. Okakura encouraged and supported the 'new 
school' of nihon-ga practiced by the academy painters. He 
wrote books in English which have since been widely read 
in the West, of which The Book of Tea (1906) is 
particularly well known. When Bunten was established in 
1907, he was appointed a member of the hanging committee. 
The assessment of Okakura's contributions in Japanese art 
seems to differ - he was often seen as the saviour of the 
traditional Japanese art, then as a reactionary. Some 
recent studies seems to emphasise his more progressive 
side.
Okuda Seiichi 
(1883-1955)
Scholar of ceramics. Okuda graduated from the Psychology 
Department of the Tokyo Imperial University. He made 
important contributions as a committee member in 
designating objects as National Treasures. He also 
organised Töyo Töji Kenkyüjo, publishing its magazine Töji 
as well as publishing his own research, particularly in 
Chinese ceramics.
Ruskin, John 
(1819-1900)
Early introductions to Ruskin included Shimazaki Toson's 
translation of parts of Modern Painters in Töhoku Bungaku 
(Tohoku [north east region] Literature) in 1896-97. In 
1900, Toson, seemingly inspired by Kubo Tenzui's Sausuibi- 
ron (Discussion of Beauty of Landscape), in which the 
author introduces Ruskin's views on clouds, published a 
study of clouds in the August issue of a magazine called 
Tenchijin. The study was based on Töson's observations of 
clouds in Shinshü (central Japan) where he was a teacher.
Iwamura Toru was also keen to introduce Ruskin to Japan. 
When he became involved in the publication of Bijutsu 
Shinpö, for example, extract translations of Ruskin's 
lectures appeared in the 1st, 2nd and 4th issues. Iwamura 
also wrote two articles on Ruskin in 1911 and 1912 for the 
magazine. Part of The Modern Painters I was also
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published in the magazine in two parts translated by 
Morita Kamenosuke (1914).
Other publications during the first decade of the 
twentieth century are:
Tokutomi Soho, Jinbutsu Gühyö, vol.20 of the Kokumin Sösho 
(series of books), Minyüsha, 1901.
May Alden Ward, A Nineteenth Century Prophet, (translated 
into Japanese), Keiseisha Shoten, 1903.
Masaoka Geio, Bungö Rasukin, 1905.
Kurihara Motoyoshi, 'Jon Rasukin-no Yoji-no koto-o omou', 
Shinjin, 1908.
The 1910s saw the publication of a series of translation 
of Ruskin's writings:
Modern Painters III, in Bijutsu-to Bungaku, Yühödö shoten, 
1914.
'A Joy For Ever', Genkösha, 1917.
The Two Paths, Genkösha, 1917.
'Sesame and lilies', Genkösha, 1918.
Unto This Last, Kaibundö, Kyoto, 1918.
The Ethics of Dust, Genkhosha, 1918.
'Time and Tide', Genkösha, 1921.
In the 1920s, writings by Mikimoto Rüzö (1893-1971), a 
Ruskin divotee, began to publish many studies on Ruskin. 
Mikimoto also published a study of Ruskin in English, 
entitled What is Ruskin in Japan, Shimeisha, 1931. See 
Rasukin Bunko Bunken Mokuroku (Catalogue of the Books of 
Ruskin Library), Ryüzö Mikimoto Collection, 1986.
Saionji Kinmochi
(1849-1940)
One of the most prominent politicians in modern Japan, 
leading the government twice in 1906-8 and 1911-12.
Saionji went to Paris as a young man where he spent ten 
years. He was later made the Minister for Japan in 
Austria, then to Germany during the years 1885-1891.
Along with Ito Hirobumi, Saionji became an important 
patron of Hayashi Tadamasa with whom he became close while 
living in Paris and with whom he shared progressive views 
on art that were experienced only by those who were 
exposed to foreign culture.
Serizawa Keisuke 
(1895-1984)
See Chapter Six.
Shikiba Ryüzaburö
(1898-1975)
Psychopathologist and Mingei activist. Shikiba was a 
classmate of Yoshida Shöya with whom he shared a passion 
for literature, particularly for Shirakaba while studying 
medicine. He began visiting Yanagi in Abiko around 1917, 
and, from that time on, he became involved in various
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activities with Yanagi - he joined Yanagi in his research 
trips for Mokujiki Shönin, compiled biographical documents 
on artists in relation to Shirakaba and the Folk Craft 
movement: Van Gogh, Bernard Leach, Kawai Kanjiro and so 
on. He as also known as a translator of Van Gogh's 
letters, which he published in the 1930s. He became one 
of the leaders of the New Mingei movement; he also took on 
the publication of the Mingei Monthly in 1939 as Yoshida 
Shöya was in northern China then. As goods became scarce 
during the war, he was accused by Yanagi of appropriating 
the rationed paper for the magazine and became alienated 
from him.
Shimazaki Töson
(1872-1943)
Romanticist then naturalist poet and novelist. Töson was 
born in Nagano prefecture which is often called Shinshü. 
Töson studied at Meiji Gakuin, a Christian school (he was 
baptised while at school) at which all subjects, except 
Japanese and Chinese, were taught in English. He became 
interested in literature and joined Kitamura Tökoku in 
publishing Bungakukai in 1893. In 1897 Töson published 
Wakanashü, a collection of poems in which he expressed 
subjective emotions, heralding Japanese romanticism in 
literature. Later, he moved to naturalism with novels 
such as Hakai (Broken Commandment) in which he confronted 
the problems of social prejudice and discrimination 
against 'burakumin', an outcast minority group. In 1913 
he went to Paris, after a lost love affair, where he met 
Japanese artists such as Yamamoto Kanae and Kosugi Misui. 
He returned to Japan in 1916 after experiencing the First 
World War. From 1899 he took a teaching position at a 
school in his native Shinshü. In his early days he became 
interested in Ruskin's writings on nature, and began to 
publish articles on Ruskin from 1896. Under the influence 
of Ruskin, he observed clouds in Shinshü, which he 
published as 'Clouds' in Tenchijin in 1900.
Sugiura Hisui
(1876-1965)
Modern designer. Hisui began to study Shi jo-ha (nihon-ga) 
painting at sixteen. He graduated from the nihon-ga 
department of the Tokyo School of Fine Arts in 1911.
While at school, he formed close friendship with Kuroda 
Seiki, and through Kuroda's influence he became interested 
in the Art Nouveau style of design. He became a designer 
for Mitsukoshi Kimono Store (later Mitsukoshi Department 
Store) in 1908 and designed many posters and front covers 
for their magazines. In 1925 he formed Shichinin-sha, a 
design study group, and began to publish Affishes, a 
poster design study magazine. He founded Tama Teikoku 
Bijutsu Daigaku (Tama Imperial Art University) in 1935.
Takamura Kötarö
(1883-1956)
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See Chapter One.
Takamura Toyochika
(1890-1972)
See Chapter Three.
Takehisa Yumeji
(real name Takehisa Mojirö, 1884-1934)
Designer, painter and illustrator. In 1901 Yumeji ran 
away from home and went to Tokyo where he entered Waseda 
University from which he graduated in 1905. He was a 
friend of the socialist Arahata Kanson who provided him 
with opportunities to draw illustrations for a socialist 
magazine Chokugen. From then on, he became an illustrator 
for various magazines and newspapers including the Heimin 
Shinbun. His early drawing shows the influence of 
Fujishima Takeji's romanticist style and Kaburagi 
Kiyokata's bijin (Beauty) paintings. He joined the 
newspaper Yomiuri Shinbun as illustrator in 1907. Yumeji 
published his first collection of drawings in 1909 which 
became an instant success. From then on, his drawings of 
melancholic women with a touch of exoticism became 
extremely popular. In 1914 he opened a shop Minatoya and 
sold stationery with his design. His later paintings 
became simplified and more intense. He went to Europe in 
1932 where he lectured on Japanese painting, claiming that 
he considered the literali painting, which had not been 
considered seriously among academic art historians, the 
mainstream Japanese painting.
Tanaka Kyokichi
(1892-1915)
Print artist of Tsukuhae. After graduating from high 
school, Tanaka went to Tokyo and studied painting and 
drawing at Hakubakai where he met Fujimori Shizuo. As he 
entered Tokyo School of Fine Arts, he met Onchi Koshirö, 
and the friendship among the three deepened. Tanaka 
submitted a watercolour painting to the first Hyüzankai 
exhibition in 1912, and the following year the three 
planned the publication of Tsukuhae which began in 1914.
By that time, however, he had been suffering from 
tuberculosis from which he died. He died before seeing 
the publication of Tsuki-ni Hoeru, by Hagiwara Sakutarö, 
for which he made a number of illustrations. His prints 
and drawings show strong influence of Edvard Munch and the 
Expressionists.
Tanikawa Tetsuzo
(1895-1989)
Philosopher and literary critic. Tanikawa graduated from 
Kyoto University. He became a professor at Hosei 
University in 1928. After the Pacific War, Tanikawa 
became involved in the Tokyo National Museum and UNESCO. 
He is particularly known for his cultural criticism,
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perhaps the most popular of them all is his theory of the 
Jomon prototype and the Yayoi prototype, both of which, he 
claimes, represent equally strong undercurrents in 
Japanese art. Tanikawa was an early associate of the 
Mingei movement.
Tomimoto Kenkichi
(1886-1963)
See Chapter Three.
Tonomura Kichinosuke
(1898-1993)
Weaver and evangelist of Yanagi's religious aesthetics as 
well as Christianity. Tonomura was born in a family of 
landowners who lost their fortune when their relatives 
went bancrupt. Tonomura began working at a trading 
company in Osaka when he was fifteen. Encouraged by his 
cousin, he started going to church and was baptised some 
years later. Aspired to devote his life to Christianity, 
he studied theology at Kansai Gakuin from which he 
graduated in 1925. He worked at the YMCA in Kyoto while 
studying philosophy at Doshisha University for three 
years, after which he was sent to a church in Yamaguchi as 
a pastor. In 1927 Tonomura read Yanagi's Kogei-no Michi 
which moved him strongly. He visited Yanagi in Kyoto. He 
decided to 'create beauty' and took up weaving in 1932; he 
considered the two activities - serving god and weaving - 
as one and the same. In 1946 he was invited by Ohara 
Soichiro, the powerful industrialist and the patron of the 
Mingei movement, to live and work in Kurashiki. He 
established the Okayama Mingei Association in the same 
year, followed by Kurashiki Mingeikan and became its 
director in 1948. In 1965 he established Kumakoto 
International Mingeikan and became its director. He 
involved himself in many international activities 
exchanging cultures and spreading the Mingei ideals. He 
also taught students weaving at his Kurashiki workshop.
Tsuda Shinobu
(1875-1946)
Progressive metalwork artist. Tsuda graduated from the 
Tokyo School of Fine Arts in 1900 and remained there to 
instruct younger students, becoming professor in 1919. He 
joined Gorakukai when it was formed in 1909. He 
represented the progressive current at the school. When 
he returned from Europe (trip 1923-25) where he was an 
international judge at the international decorative arts 
exhibition in Paris (1925), his students (Takamura 
Toyochika, Kitahara Senroku, Yamamoto Azumi, Sugita Kadö 
and others) gathered around him forming a study group 
which developed into Mukei. Tsuda was a metalwork artist, 
but he extended his activities to other techniques; at the 
1927 Teiten, for which he was a member of the selection 
committee, one of his submissions was a lacquerware box 
with a design of a seal and was entitled 'Sea'.
46
Ueno Isaburö
(1892-1951)
Architect. Born in a family of court carpenters in Kyoto. 
Ueno went to Waseda University (Tokyo), but before 
graduation he went to Germany and studied structural 
theory at the Berlin University. While in Germany, he was 
associated with the Bauhaus movement. On his return to 
Japan, he joined Nihon Intaanashonaru Kenchiku-kai (Japan 
International Architecture Society). He acted as a 
Japanese contact for Bruno Taut when he came to Japan in 
1933, and took care of the German architect during his 
stay. Ueno taught at Kyoto Munincipal University of Fine 
Arts after the war. His works were mostly residential 
houses. Ueno's Aistrian wife Lizzi Ueno Rix (1893-1967) 
belonged to the Vienna Workshop from 1917 and went to 
Japan in 1925 with her husband. She taught at the 
university with him from 1949, becoming a professor in 
1960, as well as actively working in design.
Watanabe Yükö
(real name Tatsu, then Yüko, 1856-1942)
Daughter of Goseda Horyü. She studied oil painting under 
her father and brother Yoshimatsu, and successfully 
submitted oil paintings at domestic exhibitions. Also 
known as a lithographic and copperplate printmaker, 
publishing collections of prints: Sun'in Manko (Sketches 
of Little Shadows, lithograph, 1886) and A Pictorial 
Museum of Japanese Manners and Customs, copperplate 
prints, published from Gengendö, 1887). She also taught 
at the Kazoku Joshi Gakkö (Peers Girls' School).
Watsuji Tetsuro
(1886-1960)
Moral philosopher and cultural historian. Watsuji 
graduated from Tokyo Imperial University. While still at 
the university, he became involved in literary criticism. 
His writings on Nietzsche (1913), Kierkegaard (1915), and 
on Japanese Buddhist art such as Koji Junrei (1919) 
attracted attention. He edited the magazine Shisö 
(Thought) with Tanikawa Tetsuzo, Hayashi Tatsuo and 
others. From around 1925 his interest was drawn to the 
Eastern culture. One of Watsuji's representative works is 
Füdo (The Natural Features) in which he argued that the 
natural features of the land played a strong influence in 
people's culture and religion, indirectly criticising 
Western individualism.
Yamamoto Kanae
(1882-1946)
Painter, printmaker and activist. Yamamoto was 
apprenticed to Sakurai Gyoun, a wood engraver in Tokyo.
He took the diploma course in oil painting in 1902 while 
lodging at the Ishii family (father Ishii Teiko, painter,
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sons Hakutei and Tsuruzö). When he made the print 
Fisherman, Ishii, who was an editor of the literary 
magazine Myöjö, introduced it in the magazine (see Chapter 
One). He thus associated himself with most of the 
Creative Print movement activities from the publication of 
Hösun, Tokyo Print Club (1911) to the Japan Creative Print 
Association (1918). He was also an active member of the 
Society of Pans between 1908-1910. After a failed love 
affair, he went to Europe in 1912. His passage was paid 
by a pre-purchased print distribution scheme, for which 
Yamamoto was pressed to create prints while in Europe. He 
stayed in Paris, studying etching at l'Ecole de Beaux Arts 
and travelling around France, contributing articles for 
the Bijutsu Shinpö. He supplemented his finance by 
working at a wood engraving studio in Paris. In 1916 he 
returned to Japan via Moscow where he observed the Russian 
art education for children and its farmers' art schemes.
On his return, he first embarked on the campaign for the 
'Free Drawing Education for Children' and against the 
conventional teaching of making children copy the supplied 
model drawing. He began this movement in Nagano, central 
Japan, where his parents lived. Once the movement was set 
on its way with good supporters, he began campaigning for 
the establishment of the Farmers' Art Centre, which 
achieved a considerable success until the breakout of the 
Pacific War. In the meantime, he was also involved in the 
founding of Shun'yökai in 1922, exhibiting oil paintings.
Yamazaki Kakutaro
(1899-1984)
Lacquerware artist. Yamazaki studied lacquerware at Tokyo 
School of Fine Arts, from which he graduated in 1914. He 
continued to practice and teach at the school until 1945. 
His first admission to major exhibition was at Noten in 
1914. His work exhibited at Nihon Bijutsu Kyökai-ten in 
1915 attracted Takamura Toyochika's attention and Takamura 
asked him to join Mukei. Yamazaki took part in Mukei's 
activities - writing in and editing its magazine and 
lecturing in local cities. He also joined Jitsuzai Kogei 
Bijutsukai. From 1936 to 1937 he travelled to Europe.
When Teiten set up a craft section in 1927, his submission 
received the first prize alongside Takamura Toyochika's 
submission. He believed in craft that is closely related 
to real life, and his work showed the wide possibilities 
of lacquer art which had been limited to maki-e.
Yosano Akiko
(1878-1942)
Poet and wife of Yosano Tekkan. She is perhaps best known 
today for her anti-war poem entitled 'Do not Die, My 
Brother' (Kimi shinitamou koto nakare), published during 
the Russo-Japanese War. Hirakawa Sukehiro points out a 
strong influence of Tolstoy in the poem. Among her many 
publications is a translation of The Tale of Genji into 
modern Japanese (1912).
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Yosano Tekkan
(real name Yosano Hiroshi, 1873-1935)
In the 1890s Yosano began criticising the old school of 
poetry. Formed Shinshlsha (New Poetry Company) in 1899 
and began the publication of Myöjö (The Daystar). As well 
as a distinguished poet, he is known for fostering a 
number of younger poets. He went to Paris between 1911-13 
with his wife Akiko. In 1921 he founded Bunka Gakuin 
(Culture School) with Nishimura Isaku. He taught Japanese 
literatrue at Keiö University between 1919-32.
Yoshida Shöya
(1898-1972)
An ear-and-nose doctor, and a New Mingei activist.
Yoshida was the son of a doctor in Tottori. He met 
Shikiba Ryüzaburö at the Niigata School of Medicine, from 
which he graduated in 1921. He registered as a volunteer 
army medical officer in the same year; this was the start 
of his career as a military doctor as well as a doctor- 
administrator at various hospitals. He received an MD 
from Kyoto Imperial University in 1927. It was in 1931, 
when he opened a clinic in Tottori, that he saw ceramics 
made at the old kiln of Ushinoto, near Tottori city. With 
the purpose of putting Yanagi's 'theory' into practice, he 
founded the Tottori Mingei Association and began working 
for the revival of craft, guiding the producers of various 
crafts and establishing the shop Takumi as an outlet of 
the New Mingei products in 1932. He saw himself as a 
champion of the New Mingei, who led the producers who were 
not necessarily conscious of his ideals, thus suggesting 
shapes and the range of products for use in modern life.
Yuasa Hachiro
(1890-1981)
Entimologist, Christian peace activist and the president 
of Kyoto Mingei Association for ten years. Yuasa studied 
at Doshisha High School, Kyoto. On graduation, he went to 
America alone in 1908. After working at a settlers' farm 
in California for two years, he went to universities and 
obtained his BS (Kansas), MA and PhD (Illinois) in 
entimology in 1920. He worked at the Illinois State 
Museum as an entimologist. In 1922 he was selected as an 
overseas reseacher by the Japanese government and was sent 
to Germany and France. On his return to Japan, he was 
appointed a professor at Kyoto Imperial University. He 
also obtained a docorate from the Tokyo Imperial 
University in 1926. He became the vice-chancellor of 
Doshisha University in 1935. In 1937, he attended the 
world congress of Christian missionaries at Madras, India, 
then went to America as part of the campaign. He was 
speaking at a church on peace when the Pacific War broke 
out in 1941. He remained in America during the war, 
helping the Japanese residents in America. On his return 
to Japan after the war, he was re-appointed the vice- 
chancellor of Doshisha University. He resigned from the
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position in 1950 to prepare for the founding of 
International Christian University, which opened in 1953 
with him as the Vice Chancellor. Yuasa became involved in 
the Mingei movement around 1929 when Yanagi and others 
held an exhibition of their collection of the selected 
ordinary works in Kyoto. It provided him, Yuasa writes, 
with a kind of alternative value to the traditional 
Eastern philosophy in which he felt inadeguate when 
compared to his colleagues at the university. Yuasa saw 
the essence of the Mingei movement as a spiritual movement 
in which to seek truth in matters and objects without 
preconceived ideas. In his last piece of writing, he 
refers to the Japan Mingei Cooperative established by 
Miyake Tadaichi as a 'live culture movement', while the 
Japan Mingei Association represents a 'spiritual culture 
movement', and that it is essential that the two currents 
are merged.
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INDEX OF PERSONAL NAMES IN JAPANESE
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Wakai Kenzaburö m n  *  =  * Serizawa Keisuke Ü A
Itö Hirobumi m m Shikiba Ryüzaburö Ä S ft = S
Igami Bonkotsu Shimazaki Töson A * Mft
Ishii Hakutei Sugiura Hisui
Ishikawa Takuboku 5 J H  Vi* Takamura Kötarö Ä ft A A S
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Ishimaru Shigeharu Takehisa Yumeji Y r .X
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Iwamura Töru e f t Tanikawa Tetsuzö '£)W
Jugaku Bunshö Tomimoto Kenkichi
Kamisaka Sekka Tonomura Kichinosuke
Kishi Kökei Tsuda Shinobu m m f l *
Kamisaka Yükichi HUS Ueno Isaburö ± i f # H S
Katori Hozuma ft & Watanabe Yükö iS 2 « f r
Kishida Ryüsei m m Watsuji Tetsurö f l i t
Kitahara Hakushü Yamamoto Kanae UH A JM
Kitahara Senroku t u Yamazaki Kakutarö 1 £ A S
Kitaöji Rosanjin ^OjA Yosano Akiko 4  IM ff H T
Kinoshita Mokutarö A T  £ A S Yosano Tekkan ■ & &
Koide Tsuguo Yoshida Shöya ^ B B EtiÜ
Nishida Kitarö Yuasa Hachirö mm A S
Kume Keiichirö A A  H - S
Kune Kunitake A A S Ä
Kurahashi Töjirö * t t  « & S
Kuroda Seiki MBB f i t »
Kuroda Tatsuaki MBB
Kusube Yaichi
APPENDIX 3
'The Beauty of Craft' (Kögei-no Bi)
Yanagi Sdetsu
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THE BEAUTY OF CRAFT
(KÖGEI-NO BI)
[Footnotes by the translator]
1
The mind is drawn towards paradise, yet the body is tied 
to this material world.1 How might we solve this problem 
of the fate of the human being? Three different paths are 
open before us: to cut ourselves off from this world and 
go to paradise, or to abandon the hope of paradise and 
turn to this world. In the one way, we may draw ourselves 
into a dream and, in the other, we would be slaves of our 
personal desires. Should neither path satisfy us, the 
third path emerges.
We are fated to live in this world. There must be some 
meaning to be found here. The world cannot be a void. 
Could we not consider it a paradise in our mind? Could we 
not understand that this earth is in itself a gate to 
heaven? Where there is no valley below, there is no peak 
up high. Without living right in this world, no one would 
enjoy the affection of heaven. It is written in the old 
book, 'The body is the palace of the spirit.' Could the 
earth not be the bower of God in heaven? The land that is 
bare in winter is the same land that is full of colour in 
spring. The clean lotus flower which blossoms on the
1. The Japanese word used for paradise is jödo, the Pure 
Land in Buddhism.
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earth is called the flower of paradise. One of these 
flowers sent by heaven, let us now call craft.
Beauty communing deeply with this world - is it not what 
crafts appear to be? Tasteless daily life is enriched by 
their beauty. This material world is the bower of crafts. 
They accompany all people - noble or base, rich or poor.
No one can pass a day without them. From dawn to dusk, we 
live among them. Are they not sent to console us? Behold 
them: they shape themselves for us, decorate themselves 
for us and colour themselves for us. They are always on 
our side in troubled or difficult times and share their 
life with us. They are flowers sent by God to blossom on 
the earth - travellers of this world walk among them. 
Without these flowers, the roads would turn into a barren 
desert. But for their beauty, no one could proceed on his 
journey with warmth in his heart. Could we not call this 
world, enriched by its crafts, a blessed one?
2
There is neither a vessel set apart from the earth nor a
2vessel separate from men. Moreover, vessels were given 
life in this world for the purpose of serving us. 
Therefore, there can be no life in a vessel detached from 
its use; it would lose the meaning of its existence if it 
did not endure usage. In a vessel is found a spirit of
2. Japanese crockery consists of numerous vessels as well 
as plates. Some main vessels such as rice bowls, soup 
bowls and tea cups are personalised: each member of the 
family has his/her own bowls and a cup which no other 
will use.
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service to this world.3 Without this spirit, nothing 
should be called a vessel. The realm of crafts exists 
only in their use. They are destined to work, helping and 
serving us. Human beings, on the other hand, cannot pass 
a day without them. Service to their purpose, this is the 
spirit of crafts.
The beauty of craft is therefore the beauty of service: 
all beauty comes from the spirit of service. To serve, a 
craft work has to be robust. Since they are made for 
everyday use, they have to stand in dark places or bear 
rough treatment. Look at their appearance! Do we not see 
a strong, solid and sound beauty in them? These crafts 
are always selected to have the right qualities and solid 
shapes. A fragile body would not serve the purpose. In 
the world of crafts, no sickness is allowed. Illness 
would not approach a [busy] worker. Those who are in 
service are always occupied. There is no place for 
sentimentalism. They say that busy bees have no time for 
sorrow. There is no time to be decadent either. No key 
will rust while in use. The unhealthy beauty of today's 
vessels comes from the dismissal of their purpose: people 
no longer make vessels to serve a purpose. The spirit of 
service gives a sound beauty to a vessel. No vessel could 
accomplish itself if it were not healthy. The beauty of 
craft is that of soundness.
3. It is Yanagi's distinct style of writing on craft to 
refer to objects as if they are people. Idakawa Naoki 
takes Yanagi up on this point and criticises him for 
treating objects as people while overlooking the 
presence of actual people who are often materially 
deprived.
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Since [crafts are] in our service, they call for the 
virtue of obedience. Disobedient feeling, a pretentious 
mind or a self-conscious spirit will find no place in 
them. Does a good vessel not have the beauty of modesty 
and show the virtue of sincerity? It is their firm 
character and solid quality that protect the beauty of 
crafts. Uncertainty and coarseness must be avoided: 
these characteristics obstruct the purpose, therefore they 
oppose beauty.
To serve right, they avoid any pretentious form: they are 
appropriately shaped, and [their] clothes are humbly 
coloured. The is no room for vanity in the form of a 
vessel: showy appearances would lose the obedient mind. 
Would a servant decorate himself more than his master? He 
dresses plainly. An overdressed servant can not do his 
work properly. A [good] servant's life seeks simplicity. 
Look at the vessel. Would it ever be over-decorated? A 
firm quality, a robust shape and a humble colouring: these 
characteristics protect beauty, and they are also 
qualities to endure the treatment it receives. We must 
realise that when a vessel departs from its usage, its 
beauty, too, departs.
3
Thus the fate of a vessel is ceaseless work: and the work 
is usually daily toil. No indolence is allowed. No 
Sabbath is given. [Vessels] spend most of the day in
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rooms where members of the family live: on the table where 
they are used at every meal or on the shelves of a busy 
kitchen. Most of them are everyday crockery the life of 
which is humble and active. There is no time for them to 
be lazy. If they gain some spare time, they lose their 
significance. Are these ornaments in the cabinet not weak 
in general? Are they not fragile? It is because they are 
not made to work. Since they are detached from their use, 
they are also detached from beauty. They may be intricate 
and elaborate: but these attractions are no more than a 
play of skills. We should realise that the illness of 
beauty is rooted in excessive skills. There is no sound 
beauty [in an ornament] since it is not made to live a 
humble life. Those which do not endure poverty or a hard 
life, do not deserve beauty. We must know that to make 
what is not useful is to disturb beauty. Let us recall 
that those Ömeibutsu were originally nothing but humble, 
everyday vessels. When these tea masters dug fireplaces 
in their humble bower and prepared tea with simple bowls, 
they were experiencing the virtue of holy poverty and the 
beauty of the universe. To praise a tea bowl is to praise 
the persevering vessel. Were tea bowls not vessels of no 
importance in their origin? The bowls of the poor, always 
regarded as 'ordinary', are paradoxically fated to receive 
beauty.
When fulfilling duties, one is right in one's deeds: so is 
a vessel in service accompanied by beauty. Beauty is the 
realisation of usefulness. A form, in which usefulness
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and beauty are united, is what craft is meant to be. In 
craft, the law of purpose is the law of beauty. Once 
[craft] departs from its purpose, the sphere of the 
beautiful is not promised to it. Only vessels which serve 
right possess the right beauty. It is as if a religion 
gains life only where a total devotion of the faithful 
exists. Devotion to service is the way of salvation of 
the spirit: it is also the way to save crafts [from the 
present situation].
If crafts relinquish their purpose, they become objects of 
art. Deviation from their service is departure from their 
own existence. The further they deviate from their 
purpose, the more they lose their significance. How could 
we forgive the fallaciousness of those craftsmen who 
create works of art I All their pitiful failure comes from 
this inversion. Because their products are not to serve a 
purpose, they cannot have beauty. [The 'artists'] do not 
comprehend that the natural form of crafts is far more 
beautiful than 'artistic' crafts. They should hammer it 
home that every one of the old masterpieces was made for a 
practical purpose, and not for display. If one aimlessly 
makes a vessel only to serve beauty, it will become 
useless. It will not deserve beauty either. Unless made 
for a purpose, crafts will have no beauty. This is the 
ultimate law concealed in the realm of crafts. We must 
have a deep insight into the mysticism of this intercourse 
between usefulness and beauty.
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A work of art increases in beauty as it approaches the
ideal, and a piece of craft increases beauty when it lives
in reality. The more splendid a work of art is, the
higher it should be placed to be admired. There exists a
kind of unapproachable majesty in it. People put it high
up on the wall. But this is not the case in the world of
crafts. The closer [a craft] approaches us, the warmer
its beauty becomes. Since it shares its life with us, we
are inseparable. It does not hold its head high, but
stays closer to us. This intimacy is the sentiment of its
beauty. Does one who knows of vessels not touch them?
Does one not hold and caress them? The more one loves
them, the closer one keeps them. How often would those
tea masters touch them with their lips in affection! The
vessel, in return, seems to be charmed by such a master.
The more profound the beauty is, the closer it is to us.
A good vessel attracts [our] affection. How well planned
it is by God that beauty intimately intermingles with this
4real world, with this unclean flesh of human beings!
A great work of art may be regarded as our master or
father. But crafts are our company, brothers and sisters
who spend all day, from morning till night, with us. In
so doing, they help us, gladly serve us and make our life
a warmer one. A day in this world ends surrounded by
them. With affection towards them, we truly feel at home.
4. Yanagi's concept of being 'unclean' seems to be closer 
to the Christian concept of being 'sinful' than to the 
Shintö concept, which means 'defiled by death or 
blood'.
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Vessels are seeking for, and are ready to create, a homely 
place wherever they are. With their help, home becomes a 
place of rest, a world of peace. They are members of the 
family. Where there is no vessel, there is no home.
Those who love vessels are always happy to go home. Good 
vessels tie the family together.
This is not a world of nobility or severity. It is a 
realm of intimacy and familiarity. So, the world of 
crafts is rich in sentiment the heart of which is 
affluence and harmony. Good taste, charm, roundness, 
warmth and tenderness are the words used to describe the 
beauty of vessels which, in turn, draw people into their 
world. Elegance or grace is the virtue which crafts bring 
along. How often has one entered this world to calm one's 
mind and clean one's past? Often, people even indulge in 
their beauty. This indulgence must be what is called 'the 
state of freedom of mind'. A good vessel purifies the 
world around it. How is our life coloured, unoticed, by 
these flowers called crafts? How often is a vulgar mind 
softened by them? Without the beauty of these vessels, 
how wild and tasteless the world would bei Our mind would 
have indulged in vulgarity. A world without craft is a 
harsh place to live in. Is the aggressiveness of today 
not due to the ugly vessels of today? A mind without 
warmth will be deserted. Look at a house deprived of 
comfort and ease. Does it not seem cold? Look at a man 
without compassion. Does he not seem cruel?
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Since intimacy is [their] nature, one cannot but feel 
affection towards them. To have a vessel is to love it. 
In other words, [we] would not have a vessel if [we] did 
not love it. The nature of crafts attracts affection and 
their character is to be appreciated. Craft never 
threatens us as art often does. A vessel always draws 
affection. [It] always seems to be asking to be with us. 
Is it not a wonder? Since the intention [of a vessel] is 
to serve, [it] grows in its beauty when used frequently. 
In fact, it does not shine unless it is used. Its beauty 
is a gift of thanks to those who use it. Think how 
'lustre from use' or 'familiarity' increase the beauty of 
a vessel. A newly made vessel has not yet received [the 
user's] affection. Neither has it done its service. 
Therefore, its beauty is incomplete. But when it enters 
daily usage, a vessel comes to life. Its joy in service 
is returned to its owner as increased lustre. The true 
beauty of craft is that which comes from usage. Without 
help from vessels, people cannot lead their daily life, 
and without people's affection, vessels too lose their 
life. People foster craft. Craft lives in the bosom of 
people. The more [it] is used, the more beautiful[ [it] 
becomes; the more beautiful [it] becomes, the more it is 
loved; with more love, it is used more. This is an 
endless intercourse between people and craft. In 
affection towards each other, we live our daily life 
together. Usage is a gift from the vessel to people, and 
love is a gift from people to the vessel. The beauty of
5
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craft is cherished in this relationship: the seed of this 
beauty is sown in service to people and receives fruits in 
affection from people. This love affair between man and 
craft is where the beauty of craft is born.
6
[Our] life has no other place but on the earth. While we 
may live in sin or in suffering, there are those who come 
to comfort us. They devote themselves to others: they 
work diligently, with joy, and approach us to share our 
burden. They provide us with encouragement, comfort, 
peace and love. Without these people, how could we endure 
the long journey of our lives? As it is written on the 
stick of pilgrimage 'Two of Us Company', could we not call 
crafts our company in the life-long journey? We may 
proceed on our journey peacefully, only if we have a 
companion to share our joy and sorrow.
Our companion in our life on the earth is what I call 
'craft'.
7
Within a vessel which everyone knows, I read many strange 
truths. When I turn to see who makes these vessels and 
how they are made, many secrets reveal themselves before 
me.
Will salvation be given to everyone? How can the 
multitudes be brought to enlightenment? If intellect is
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required to believe in God, many ordinary folk will be 
lost in the maze of eternity: because knowledge is always 
limited to the few. Though God does not entitle everyone 
to learn theology, he will grant faith to everyone. 
Because of this, a religion becomes universal. The moon 
shines above the altar, but it also illuminates the 
poorest of houses. The poor and the ignorant can be 
equally bathed in the light from God. Did Jesus not 
prefer mixing with fishermen to being accompanied by the 
learned? Salvation is not only for the educated: an 
ordinary man is also a traveller to paradise.
Is this wonder not happening in the world of beauty? If 
the fine arts were the only road to beauty there would be 
no hope for the ordinary, since this road is open only to 
a handful of geniuses. However, strange is the deed of 
God. A road for ordinary people to participate in the 
world of beauty - this is the very way of crafts just as 
an ordinary man is allowed to encounter God through his 
faith.
8
When we comprehend this great secret, the other half of 
the meaning of crafts is almost at hand. Being a way for 
ordinary people, it is not a world left in the hands of 
selected genius. Those numerous vessels which serve us 
are products of hard work by nameless people. When 
looking at these great works of the past, you should not 
dream that they all come from the hands of prodigies.
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Many are made by those who could not read a word, living 
once upon a time in a remote countryside. Everyone in the 
village - the young and the old, men and women, even 
children would be involved in the work: hard work from 
which the family earned their food. It was not work by a 
single person but by every member of the family. From 
dawn to dusk, in the heat of summer or in the freezing air 
of winter, a day passes in work. It might have involved 
the whole village, in-between work in the field. How 
could [this labour] be done by an individual genius who 
had plenty of time available to him?
The work may have been detested: men may have laboured 
reluctantly: children may have helped in tears. These 
folk were not only uneducated; there may have been some 
who were wicked or who were dishonest. In this world are 
gathered the discontented, the sorrowful, the suffering, 
the unintelligent, the cheerful. Even to these people, 
the road of craft opens itself. This is folk craft - the 
craft which comes from ordinary folk.
There is beauty in their work, however. Even though these 
folk were not aware of it, there is a striking beauty [in 
their work]. Every product is blessed. Though the maker 
be an ordinary man in this world, his work is that of 
paradise. Without knowing it themselves, all the works 
have entered the paradise of beauty. What a gift of 
heaven it is to allow a nameless man to create a good 
work! And what a grace of heaven it is that every work
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belongs to paradise! Could it not be said that in each 
work is hidden the promise of Amida? Could we not read 
here that amazing gospel, 'Every wicked man is allowed to 
enter paradise'? In the realm of craft, there is 
salvation for everyone. Could we not call the way of 
craft the 'salvation by faith' of the religion of Beauty?
9
From this providence are derived the most amazing 
characteristics of crafts. When one collects examples of 
good work, almost none of them bears the name of the 
craftsman. It seems that in them the egoism of the 
individual is negated. Who made that masterpiece? Anyone 
of the district in that period could have. In this kind 
of environment [a rural community], individuals would be 
dissolved into the community. Who, then, could insist on 
his personality? The life of craft lies in anonymity. 
Observe a good craftwork. It does not display the 
particular character of any individual. No compulsion of 
power, no overwhelming vigour, no challenging force is 
seen. Where, in a vessel, could we find a peculiarity of 
one person? Here, all egoism has been abandoned, all 
assertions are suppressed, and there remains only a 
speechless vessel. 'Is there a word that speaks better 
than this silence?' a monk asked. He also wrote, 'Silence
5. Amida is a Bodhisattva, an insignificant figure in the 
original form of Buddhism. But the cult of Amida 
spread from China to Japan, where it became extremely 
popular. Unlike the 'self-reliance' practised by the 
Zen Buddhist, the cult of Amida teaches 'salvation by 
faith', that is, 'whoever believes in Amida and recites 
his name will be saved.'
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is the word of God.'
Many of those uneducated artisans fortunately had no 
personality to insist on. An anonymous maker had nothing 
to bequeath under his name. This very fact carried these 
men along the way to salvation. In their work, we often 
find clear characteristics of their district or 
nationality. These, however, are determined by nature 
which surrounded them or by the blood they inherited, and 
not by their conscious effort to imprint their identity. 
Only a silent necessity and not outspoken assertion, finds 
its place there.
Suppression of individuality and abandonment of egoism - 
these are the very spirit of vessels. Are they not made 
for service? Are they not made to be affectionate? If 
they showed strong characters, they would not be 
everyone's friends. One who lives his life in service 
should not be self-conscious. Besides, a vessel is a part 
of the family who spend their days together. If a member 
of a family asserts himself, there will be no peace in the 
house. Only quiet vessels are good vessels. There is 
always found the virtue of modesty and obedience. Without 
this virtue, vessels cannot be vessels. If they lose it, 
how could they expect affection from men? If a vessel has 
the quality of individuality, it cannot have that of 
service [at the same time]. There must be fair humbleness 
in it. 'Blessed are the poor in spirit' is written in the 
Bible, and it is promised that the kingdom of heaven is
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theirs. The same gospel can be read in the book of craft. 
Could we not call their humble selves great inhabitants of 
the kingdom of beauty?
Today, we hold strongly to our ego and we lower ourselves 
down to our earthly desires. Is it not a relief, then, to 
look at these humble bowls? 'Empty self' were the words 
of Buddha. Paradise is the elimination of ego. The 
selflessness seen in a vessel is a proof of salvation. A 
blessed vessel, this is what we call a beautiful vessel - 
similarly,we call those who are reborn in paradise 'pure 
souls'.
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Jesus did not like the Pharisees. It was because they 
were proud of their knowledge. Knowledge prevents us from 
seeing God. The bright intellect of human beings would 
still be dark before the eyes of God. Wisdom would only 
appear to be folly before God. 'For in much wisdom is 
much vexation,' grieves the writer of Ecclesiastes.
Likewise, knowledge can not be an eye for beauty. If it 
was, the multitudes would never be allowed to enter the 
palace of the beautiful. However, their unintelligence 
promised them life instead of depriving them of it. They 
cannot possess wisdom, but are allowed to be artless. 
'Whoever humbles himself like this child, he is the 
greatest in the kingdom of heaven,' taught Jesus. Though 
poor in wisdom, they have become great because of their
artlessness. In the beauty of a good vessel, we find a 
spirit like a child's.
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The beauty found in a vessel is the beauty of artlessness. 
'What is beauty?' 'How is beauty born?' How could these 
uneducated craftsmen trouble their minds with such 
questions? Even if they had, they would not have had any 
answer. There was only silent practice, fostered by the 
long built-up tradition and the experience of ever- 
repeated work. But they continued to make their products 
- not knowing, or rather, without hope of knowing. They 
made them without being allowed to know whether their 
products were beautiful, or whether they were qualified to 
produce them; how could they even stop and ask these 
questions! If I showed them these passages I am writing 
now, they would undoubtedly be puzzled. If I told them 
that some people are ready to pay a fortune for a vessel 
called Ömeibutsu, they would die of shock. None of their 
products came from their conscious aesthetics. They would 
never have dreamed that their vessels would be ranked so 
high in today's history of art. They only knew that their 
products were ordinary, and therefore would be roughly 
used without attracting any notice. What they knew even 
better, was how cheap their products were. But providence 
always works miracles. To those who did not know of 
beauty, and therefore were not troubled by it, a freedom 
of beauty was given. We must realise that the wonderful 
variety and freedom of creativity which we find in their 
vessels originated in their virtue of artlessness. The
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way to knowledge was not for them. But their natural, 
easy spirit has brought them to a wider world. And the 
very fact that they did not even know what was allowed to 
them, took them to salvation. Lacking in knowledge, they 
open-mindedly accepted nature. Nature, in turn, protected 
them to the end with her wisdom. Because they were 
helpless in themselves, nature protected them even more.
But these days have gone and today is a era of 
consciousness. How excessive knowledge destroys the 
beauty of crafts! Have not those who gained knowledge 
often lost their faith? Pride in wisdom is a crime in the 
realm of beauty. There is no harm in striving for 
knowledge: but the supreme knowledge is that which makes 
one realise how poor one's intellect is before the wisdom 
of nature. Could we not say that a proud intellect is an 
infantile one? Many a man refuses to trust nature for his 
salvation and struggles to rob her of her work. That less 
beauty is found in the artificial is the necessary result 
of the mind's turning against nature. One must know that 
deliberate artifice and intentional process are enemies of 
beauty. While men insist on themselves and are proud of 
their intellect, they are called low, inferior men before 
God. Likewise, a calculated beauty would be called ugly 
before nature.
11
Thus, the beauty [of vessels] does not come from [their] 
producers. What is the message of the beauty that is
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granted to everyone, independent of personality, artless 
beauty? What does it mean that even the uneducated, the 
ignorant could enter salvation? In the world of crafts, 
both beauty and salvation are given from without. Nothing 
can be done from within. Vessels are protected by nature. 
The beauty of vessels is the beauty of nature. No one can 
produce a beautiful work without her grace. As a monk 
said, there is no helper but the helped. The beauty of 
craft is the beauty of grace.
Behold the good work of the past. Observe how natural and 
direct it is. We find no artificiality in it. There is 
not beauty that is made but beauty that is born. Even if 
there is man-made beauty, it does not last long. In real 
beauty, obedience to nature is found. Those who obey 
nature, receive affection from nature. When one gives up 
his small self, one will live in the great self of nature.
12
Crafts come from material given by nature. Without the 
right material, there is no craft in the region. Does 
each craft not have its own home country? Different 
kinds, variation and taste are born in different 
districts. One distinctive aspect of the beauty of craft 
is its 'locality' • A craft is a product of the material 
from a particular province. Everything is provided by 
nature.
Look closely at a good shape, a good pattern or a good
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colour. Have any of them not been provided by nature's 
protection? Though a vessel is made by man, how 
insignificant it seems when compared to the mighty force 
which manifests itself in the piece of work. Good work 
lives on gifts of nature. The beauty of craft is the 
beauty of material. To ignore the material is to ignore 
beauty.
Has there been a single instance when an artificially 
processed material showed more beauty than a natural one? 
The reason that it is lacking in strength and poor in 
beauty is its over-dependence on human power. And today's 
painful decline of beauty is due to the vain rebellion 
against nature. He who raises his hand against nature, 
shall some day have to turn the hand to himself. Real 
beauty is a sign of trust in nature. It is as if when one 
gives up everything to God, he is promised peace of mind. 
Only nature can carry things through. Obedience to nature 
- it is the only way to gain freedom.
Why is the handcraft superior to other products? Because 
in this form, nature works directly on it. Often a 
machine damages beauty because it spoils the power of 
nature. What simple work a complicated machine does! And 
what sophisticated work is done by a simple hand-skills! 
Machine products look inferior. That is a proof that the 
power of the machine is inferior to that of nature. A 
good craftwork is a praise of nature's grace.
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So the beauty of crafts is the beauty of tradition. 
Without tradition, how could the multitudes direct their 
crafts? All the beauty found in their work must be seen 
as the work of long-developed tradition. Think of a 
lacquered vessel. How could the amazing skills which 
produce it come to the world but for the long tradition 
behind it? Its existence is totally dependent on the 
tradition. [One] may insist that man has freedom. It is 
not that men are given freedom to destroy tradition, but 
that we are only given freedom to improve it. Only an 
inexperienced mind confuses freedom with rebellion. How 
many times has this kind of freedom ended up being 
restraint? It is not individuality but tradition that 
works miracles more freely. We may believe that there is 
something far greater than ourselves, and we must realise 
that we can find our true self only by believing in it. 
The beauty of crafts clearly shows this to us.
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Supported by all these graces, [the craftsmen] work and 
work. Most of them being poor, there is no Sabbath day 
for them. They could not support their families unless 
they produced more and faster. Work is the fate of the 
masses. Is there, again, any secret grace here?
Righteous people spend their day in busy work. Those who 
neglect work receive heaven's anger. The everyday work 
which was imposed on them - how it beautified their 
products! Nay, God would not impose work on them without 
promising beauty in their products. The providence which
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weaves their life is full of surprise.
They must produce many. This demands an endless 
repetition of the work. The same shape, the same pattern, 
are repeated continuously. This very monotonousness gives 
their work beauty in return. These repetitions allow the 
least talented worker to accomplish the skill. After a 
long period of hard work, any worker becomes a master in 
his/her own work. Because of the tedious repetition of 
their work, they can proceed beyond their own skill. They 
produce, forgetting other matters; they produce, laughing 
or talking. They produce even forgetting that they are 
making. The beauty found in their products is a work of 
surprising expertise. Do not imagine that the beauty was 
brought about in a day. Those various coarse tools we see 
around us have a long period of time, restless work and 
monotonous repetition behind them. Even things we handle 
carelessly have gone beyond human skills. It was 
impossible not to produce good work. The long and tedious 
work of these craftsmen confirms the beauty of their 
products. Observe how they are being made smoothly and 
freely. They are at ease in the hands of their producer. 
It is not that their hands make them but that nature is 
working through their hands.
Repetition turns into freedom, and monotony turns into 
creation. These are the secrets of Providence. It is 
work that prepares one for salvation. A correct craft is 
a gift of correct work. It is only in these modern times
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that work has turned to rewardless toil.
14
He who produces more produces fast. This speed comes from 
expertise and is reliable. And this expertise doubles the 
beauty of their work. Large quantity and speed - without 
them, the beauty could have been clouded. That refined 
beauty, that force without hesitation, these quick strokes 
of the brush, all these originate in an undoubting mind.
A suspicious mind has little faith. If re-moulded, re­
shaped or hesitantly made, beauty loses its life. An 
unconfined character and richness in appearance are the 
manifestations of a clear, refined mind. Therein is found 
a lively natural force. Heavily ornamented work does not 
allow such speed in production. In it, there is already 
the germ of illness. In a good work, on the other hand, 
we find an innocent, unconfined joy of life.
Think of a pattern. When drawn in a large quantity, drawn 
quickly, it necessarily becomes simplified. In the end, 
what it originally represented may well be forgotten.
This natural process of simplification, or kuzure 
(deformation) does not spoil the pattern. Could we ever 
find fragility in this kind of pattern? Could we find 
them lacking in force? Good abbreviation shows beauty in 
its crystallised form. Some may call it coarse, but it is 
not deformity, nor is it vulgar. It is natural and 
healthy. Coarseness will not wear out. Some may call it 
raw. But it is not sickness. It adds a new beauty. A
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simple person always attracts affection. The person may 
be called unskilled. But a skill often betrays. Neatness 
is not essential to beauty. Or one could say that without 
irregularity, beauty would go stale.
Products which are made guickly in a large quantity - the 
natural force found in them is an appropriate reward for 
the labour. Those who work hard on this earth shall be 
kept under the protection of heaven. Many think that 
beauty is born in pastimes. Not in the case of crafts. 
Without labour, there is no beauty of crafts. The beauty 
of vessels is compensation for the sweat of the worker. 
Work and beauty - it is only in modern times that these 
two are separated.
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Do not even dream that a good work was made by a single 
person. What is seen in a work is a system of 
cooperation. One formed, another drew, another painted 
and yet another finished. Almost all the great works did 
not come from single hand but from a joint effort of many 
hands. How could it be possible for the powerless 
multitudes to carry out all the work alone? Behind a good 
work, there was a good collaboration. They were nothing 
but poor artisans. Without helping each other, they could 
not keep stability in life. What confirms stability is 
affection towards each other. An agreement. They 
voluntarily organised a community which was a cooperative 
life to help each other for the common purpose. Right
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crafts were products of this kind of society.
It is not that one man's work excelled but every member's 
work did. Community was salvation for the people. It is 
not that a single work is beautiful but that many of them 
are beautiful all together. Recall the products of the 
Gothic era, an age of guilds. Was there a piece of 
ugliness in them? The beauty of crafts is the beauty of 
multitudes: -Beauty of Multitudes-salvation'. Individual
artists appeared only in modern times when guilds had been 
dissolved and personality had begun to insist on itself. 
But has there ever been an individual work which surpassed 
the cooperative ancient work? Has there been an instance 
of individuality producing more creative work than 
cooperation? The beauty of craft is born from the 
cooperative mind.
This kind of community demands discipline in itself.
Where there is a breach of order, good crafts cannot be 
expected. A good vessel always shows a beauty of 
discipline. Discipline is morality. Where morality 
exists, vulgarity in quality or coarseness in work do not 
exist. Those artisans lived in a right community and 
sustained the virtue of sincerity. Does a 'good piece' 
not mean a piece which is trustworthy? Does it not intend 
to be reliable? The beauty of a vessel is the beauty of 
credibility. How could good crafts exist without the 
virtue of honesty in choosing material or in the process 
of work? There has been no instance where the beauty of
crafts did not unite with goodness. If beauty is not 
goodness, it cannot accomplish itself.
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It is not that each one of those ordinary people had a 
power to be good, but that cooperation and order drove 
evil away. Without this, how could any virtue be 
sustained among them? Today, though there is no work 
worthy to look at, our artisans cannot be to blame. Those 
who do not know what is beautiful, would not know what is 
ugly. All the blame rests upon the system with a breach 
of order. If an antagonism between high and low or a 
difference between rich and poor exists, where can we find 
good work? Where can cooperation exist? There is only 
abandonment of sincerity, evasion of work and desire for 
personal wealth. When a society of affection breaks down, 
beauty also is deformed. Ugly craft is a reflection of an 
ugly society. Good or bad, a society cannot but cast its 
own image in the mirror - namely 'craft'.
I ponder on the beauty of craft. It brings me to the 
beauty of discipline. Without the protection of right 
society, the beauty of crafts cannot exist. The 
vicissitude of beauty and that of society proceed 
together. When reality and beauty are united, when the 
multitudes and beauty are tied together, then there shall 
open before us a kingdom filled with beauty. What guides 
us along the path leading to the great happiness shall be 
nothing but our crafts.
77
When we consider all this, we have observed many gospels 
that our craft teaches. What their beauty expresses is 
what religion tells us in words. Could we not affirm that 
beauty is faith? When we look at a right work, we find 
teachings without words. The way of total surrender and 
service are assured there as in the Book. It even teaches 
salvation: this deserted life on earth is also a place 
where beauty enters; even an ordinary person at the bottom 
of society is promised the way to salvation. Is it not a 
mysterious wonder that a work given to anyone, a vessel 
used by everyone and resulting from hard manual labour is 
to be received in the paradise of beauty? This is a 
divine providence, to realise a kingdom of God where 
righteousness is vindicated by beauty.
This is what craft shows me.
16
(1927)
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THE CREATIVE ASPECT OF APPRECIATION 
(Kanshö-no Sozoteki Seikaku)
[Footnotes by the translator] 
Appreciation is said to be a form of creation. But the 
creativity of appreciation, as well as the freedom of 
appreciation, is necessarily limited by the individual 
ability. After all, an individual can never appreciate 
objects beyond the individuals inborn or acquired 
abilities. Tachibanaya Sogen once complemented Enshü 
saying that he had surpassed Rikyü.1 2 In answer to that, 
Enshü said that while Rikyü had freely selected utensils 
following only his beliefs and feelings, his own attitude 
towards selecting utensils was to flatter daimyö, petty 
daimyö and others, as well as to cater to the general 
taste, for which he was ashamed of himself. This story 
shows that Enshü was a wise man who knew himself. When 
comparing meibutsu [utensils selected by Rikyü] and chükö 
meibutsu [utensils selected by Enshü], I cannot help 
recognising the individual limits in appreciation.
Appreciation can be most creative in craft, particularly 
in getemono. In appreciating individualistic art which is 
crystallised individualities, our appreciation will be
1. Kobori Enshü (Masakazu) 1579-1647), a high-ranking 
samurai and tea connoisseur in the early Edo period. 
Enshü served Toyotomi Hideyoshi and the first three 
Tokugawa Shöguns - Ieyasu, Hidetada and Iemitsu - as 
an architectual designer and tea practitioner.
Sen-no Rikyü (1522-91) was the founder of the wabi- 
cha, or the tea ceremony conducted in poverty and 
simplicity.
2. Daimyö: regional lord
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largely restricted. When standing in front of a 
masterpiece painting, we perceive nothing beyond what the 
painter tried to express in what he perceived from nature 
with his sensitivity and talents. In the world of craft, 
however, a wide virgin terrain opens up for a connoisseur. 
Individuals can freely select objects according to their 
circumstances and abilities, and keep the objects by their 
side as their companions for life in any way they like.
The fact that the scope of creativity in craft 
appreciation is wide and free eventually gives rise to an 
aristocracy of connoisseurship, and a school will be 
formed.
Versatility in usage can be counted as one of the 
characteristics of crafts, particularly of getemono. 
Getemono are naturally simple and do not assert 
individuality, thus they do not persist in their 
designated usage. This allows the user to adopt them 
freely for uses outside their original usage. That the 
karamono katatsuki tea caddies were originally imported 
from China as medicine containers and adopted as tea 
caddies by the early tea masters; that the ido tea bowls, 
originally Korean everyday rice bowls, were raised in 
status as they were adopted as tea bowls; and that the 
Shigaraki or Iga ware seed jars were made into flower 
vases and now decorate the tokonoma [alcoves] of some
3. Ksramono - literary 'Chinese item', it generally
refers to highly praised items brought to Japan during 
the Muromachi period (1336-1573); katatsuki - literary 
'shoulders protruding', it refers to items with 
angular soulders, particularly tea caddies.
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prestigious houses - these are well-known facts. We also 
often encounter ordinary kitchen kataguchi [a bowl with a 
mouth for pouring] or pickling jar used as a serving bowl 
for sweets or as a water jar. Good adaptation gives a 
vessel a value which surpasses its innate value by far, 
and adds refinement to its appearance, while bad 
adaptation (which is also a necessary result of freedom 
and versatility) will destroy even the original value of 
the vessel and dull its appearance, leaving only absurdity 
and nonsense. Versatility in the adaptation of craftworks 
holds the first opportunity for the emergence of 
aristocrats in connoisseurship.
Craftworks, particularly getemono, are products of the 
unconscious mind. Because they were made unconsciously, 
one is allowed an unrestricted freedom to discover beauty 
in them. Also, because they were made unconsciously, 
their beauty is always modest - individuality hardly 
insists on itself in them. As a result, the ordinary eye 
can easily overlook their beauty. Only the creative 
appreciation of the great connoisseur can discover this 
modest beauty, thus bringing the vessel from the 
unconscious sphere in to the sphere of consciousness. As 
a result of his evaluation, people for the first time 
realise its existence, and, as they begin to chase it with 
surprise and admiration, its value continues to rise. The 
fact that [ordinary] craftworks are products of
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unconsciousness and that their beauty is that of sabi4 5
which cannot be easily detected by an untrained eye, holds 
the second opportunity for the emergence of aristocrats in 
connoisseurship.
Craftworks, particularly getemono, are mostly mass-
produced. The very fact that they are mass-produced
allows the beauty of the artisan's trained skill to
appear. At the same time, however, mass-production does
not promise all products a uniform beauty. Only the
intelligence of a distinguished connoisseur can select one
extraordinary piece out of many ordinary warOes. Not all
Korean rice bowls are fit to be adapted as tea bowls; not
5every ishi-zara or oil saucer can be described as a 
quality piece? the aesthetic quality of a set of five 
noodle cups will vary in each piece. The ability of a 
connoisseur becomes most apparent in the selection and 
adaptation of craftwork. The fact that craft is mass- 
produced holds the third opportunity for the emergence of 
aristocrats in connoisseurship.
Each vessel shows its beauty differently according to its 
owner's abilities in discerning, selecting and adapting 
it. The same object would have shone differently in the
4. Sabi is a term developed with the original tea 
ceremony aesthetics and is usually translated as 
elegant or quiet simplicity.
5. Literally 'stone plate'. In this context, it refers 
to earthernware plates used in serving food at 
roadside teahouses along the highway in the Edo 
period.
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respective hands of Rikyü and Oribe.6 7 The emergence of 
aristocrats of connoisseurship means that a school will be 
formed. As long as people know to trust, faith in a 
distinguished connoisseur will spring [from people's 
minds]. When the faith deepens, the school will no longer 
be a school but be raised to a 'way'. The discernment and 
intelligence of the distinguished connoisseur will thus be 
objectified and universalised. I think this was how the 
tea ceremony established itself as a 'way'.
For the tea ceremony to be established as a 'way', it
required many years of cultivation and refinement. Even
in the age when trust and faith were prevalent, the period 
7from Juk6 to Rikyü took a good 130 years. The tea 
ceremony, which Rikyü perfected, already began to 
deteriorate with his death. Despite subsequent changes 
and distortion, however, part of the legacy of the early 
tea masters still remains within our common sense and 
tastes in terms such as 'waM', 'sabi' or 'shlbusa'. In 
our modern society in which personal ego and self- 
consciousness dominate, it is not easy for craft 
appreciation to develop into a 'way'. Nay, even one 
correct view, or one modest claim, cannot easily be 
accepted in today's society, which has lost the concept of 
trust and collective thoughts. The Mingei movement, too, 
will easily fail if it hurries to make itself a 'way'. As
6. Furuta Oribe (1544-1615), samurai and tea master, 
one of the Seven Disciples of Sen-no Rikyü.
7. Murata Juk6 (1422-1502), a monk, regarded as the 
founder of the tea ceremony.
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far as it relates to the works of the past, the Mingei 
movement today is ideologically the legitimate child of 
the tea ceremony. Furthermore, in today's craft 
connoisseurship, in which perversion and confusion 
prevail, it meant a Galileo's discovery, triggering a 
Copernican revolution [of perception]. However, many 
years of cultivation and refinement will be necessary 
before a single term, 'getemono', can be not only 
established as a concept but completely ingested into the 
common sense of the ordinary people. (1.11.1931)
[Kögei no. 24, 1932]
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COMMUNAL LIFE AND CRAFT
(Kyödötai Seikatsu-to Kögei)
Two basic forms can be conceived as systems in which 
people are bound together: in one form the whole exists 
first and individuals are recognised only as part of the 
whole: in the other form the existence of individuals is 
recognised first, and the whole is considered as result of 
the actions of the individual. A group of new social 
scientists under the influence of Kant... calls the former 
cooperative organism or community (Gemeinschaft) and the 
latter social organism or benefit society (Gesellschaft).
A community is an existential and organic being whose 
destruction will lead to the ruin of the individuals who 
form it. In contrast, a social organism binds people 
idealistically or mechanically, thus its disappearance at 
once means the recovery of the individual character...
All correct craft in the past was a communal product. 
Consideration of various good characteristics of correct 
craft necessarily leads to the recognition of this 
proposition. Through the examination [of the proposition] 
one learns that our correct craft of the past was brought 
to life and fostered by the collective effort of the 
people. Aristocratic craftworks of the past, which were 
produced solely for the consumption of a handful of 
privileged people who do not deserve our respect, that is, 
luxurious items proud of their extravagance and
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refinement, products of over-decoration and excessive 
skills, were exceptional items which had nothing to do 
with the lives of ordinary people, and are thus far from 
the cultural value of the period. They are by no means 
craft in a correct sense. All that is found in them is 
plain vanity disclosed... In contrast, correct craft had 
the support of the collective will of the people (volontd 
gdndrale). The artisans made products to the collective 
will of the people - they made everyday tools adapted to 
the communal will. With pleasure, people accepted, 
adopted, arranged, corrected and refined those tools and 
established them as part of their daily life. The 
artisans developed their work towards the direction 
endorsed by the mass. In Mingei works, one sees 
refinement by the mass and cultivation by time. All good 
Mingei of the past bear no name. Also, no maker's name is 
attached to the awe-inspiring and elegant architecture, 
Buddha's images, painting and craft of the Suiko [593-622] 
and Tenpyö [729-748] eras. No maker's name is incised in 
the Ömeibutsu Ido bowl, either. 'Nameless' is not another 
word for 'mediocrity'. Being nameless means nothing less 
than the fact that [the product] was the 'mainstream craft 
of the age', backed by the collective support of the 
people. It was a product too strongly supported by the 
people to be identified by the name of an individual.
This is why the beauty of Mingei directly captures our 
sense and strongly appeals to our intuition...
Those who correctly recognise the beauty of the Mingei of
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the past and see through the falseness of today's craft, 
will adopt the Mingei of the past into part of their lives 
as much as they can. The old Mingei, however, cannot 
fulfill all the needs of people living in the modern 
society because of its limited numbers, usage and variety. 
In addition, the difference in taste between the modern 
people and the old, will not allow the former to live only 
amongst old wares. It is a necessary progress for the 
Mingei movement to proceed from the appreciation of the 
old to the creation of the new. Because all the correct 
Mingei of the past is a communal product and a fruit of 
communal principles, however, it seems contradictory in 
itself to hope for a revival of Mingei under the present 
benefit-bound society without changing such social 
conditions. Furthermore, a community was rooted in and 
grew naturally (das Gewordene) out of the essential will 
of human beings, and was not imposed (das Gemachte). At 
the same time, it was also a natural process that as time 
passed the community was replaced, irrespective of 
people's desire to be so, by the benefit society. Those 
who recognise this inevitable deterioration process claim 
that such revival of community is impossible. Were they 
right, there would be no hope for the future of the Mingei 
revival movement and any effort in it would be futile.
The establishment of individualism and the development of 
the Industrial Revolution were raging storms of modern 
society. The axis of the life of the community was thus 
dislocated, and people who had been violently awoken from
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their peaceful dream began rushing towards the benefit 
society. Unquestioningly, they stripped off their 
ancestral clothes and freely threw away their tradition. 
Thus we have inherited disorder and confusion. Examples 
of good communal life can be found in the ancient society, 
in the small villages and more recently in the medieval 
cities. The fact that Ruskin and Morris, who had closely 
observed the destruction of communities, found in the 
medieval guild a model for social reform, was nothing 
other than a form of community revival. Likewise, the 
claim of guild socialism is an attempt to revive the 
brotherly bond which prevailed in the medieval guild, and 
thus to restore the dignity of labour. It is nothing 
other than a revival of community idealism. Revivalism, 
however, is always a revolt against time and tide. And 
the past is not necessarily faultless. Simple revivalism 
is against the laws of evolution. Within the medieval 
community, with its restriction on the dignity of 
individuals under unjust status systems, opportunities for 
its own breakdown certainly existed. One cannot deny 
that, while the communal life was a crystallisation of 
thousands of years of human efforts, individual dignity 
was only recognised after much blood and tears had been 
shed. The goal, therefore, must be set in the completion 
of a superior form which surpasses both forms of the 
community and the society. As long as this goal is 
grasped correctly, to adopt the communal principles in 
correcting the evils of today's society is not necessarily 
a folly of pouring new wine into an old container. As
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long as one believes that human society will evolve 
towards the better, and as long as one does not adopt a 
pessimistic view for the future of the human race, the 
rationality and possibility of this kind of direction 
should not be denied. From this position, I want to watch 
the future of the Mingei movement in creating new works 
with utmost interest. It represents a revival of the good 
human characteristics that were lost from a section of the 
craft world. Leaders of the Mingei movement know that 
only good cooperative organisation can guarantee the 
production of good craft. Thus, with the sincere 
cooperation of local artisans, new cooperatives have been 
formed in different regions. Leaders of the Mingei 
movement know that only good tradition can make the 
production of good craft possible. Fortunately, in 
countryside Japan, there remain traces of communal life, 
and traditions, while on the brink of destruction, have 
not been completely destroyed. The Mingei movement thus 
arose to revitalise the tradition. However, compared to 
the old works, most of the new craft which come to us 
through this movement is far inferior in quality and 
extremely limited in use. Our hope, therefore, lies in 
its future. For this, it is of utmost importance that a 
strong bond is retained within our cooperative. In 
today's age of consciousness, a strong bond can only be 
guaranteed by a strong sense of purpose. The future of 
the Mingei movement hinges on the extent that each 
producer within the cooperative has a clear grasp of its 
purpose and is sincere in his wish for its growth.
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(17.2.1933) 
[Kögei no.27, 1933]
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TALK WITH YOUNG CRAFTSMEN8 
(Wakaki Kojin-to Kataru)
To my young friends -
You have followed your own passion and thrown yourselves 
into this path, disregarding your family and everything 
else. You have sacrificed yourselves for truth, renounced 
the world for the path. Even if the path is full of 
thorns and difficult to travel, you have no choice but to 
proceed...
To my young friends -
As we spoke the other night, intention without passion is 
nothing but a dried-up will... At the same time, passion 
without proper understanding can easily cool down and 
perish. No matter how passionate you are towards the 
path, if you lose sight of various conditions surrounding 
yourselves, that is, if you lose the correct recognition 
of your environment or are ill-prepared in clear self- 
awareness regarding your own position within the 
environment, you are in danger when you face forthcoming 
hardships...
To my young friends -
8. I use 'craftsmen' as translation of Mizutani's word 
köjin for which I used the word 'artisans' in the 
text. In this context, he is speaking to the younger 
craft artists of the Mingei movement, so that 
'artisan' is not appropriate. The term 'craft 
artists' also seems inappropriate because Mizutani is 
not addressing them as 'artists'.
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In order to know, you must open your eyes; in order to 
act, you must be blind. However, those who have tasted 
the fruit of knowledge have no hope of regaining blind 
instinct. How many examples do we have, either in one's 
own short life or in the long history of human beings, of 
the deep gulf between understanding and action or 
knowledge and practice being completely bridged?
Our predecessors certainly began their work with 're­
examination'. To 're-examine' means nothing other than to 
prepare a path which leads from appreciation to creation. 
It cannot be denied, however, that the path from 
appreciation to creation, that is, from knowledge to 
practice, holds many contradictions within itself. The 
question is how those contradictions can be sublimated 
through future practice. More often than not, this path 
has ended in mere copying of the old, or, if not mere 
copying [of works], it ended in mere copying of tradition. 
Should a craft movement be confined to copying of 
traditions, all we would need to do would be to collect 
old works and search for and preserve remaining 
traditions. In fact, as long as our cooperative seeks to 
preserve good workmanship, an artist's talent is an 
obstacle which would distort the tradition. However, if 
our cooperative aims to combine today's craft and 
tomorrow's culture, the talent of its artists will become 
the centre of attention. Thus you must devote your whole 
talent to our cooperative's search for future direction. 
With the sharp edges of your talent, you must above all
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delete, correct, select and revive the past tradition. 
Fortunately, unlike me who is just a viewer, you have work 
to which you can devote your whole body and soul. Your 
additions and corrections to the tradition, which spring 
from your work by way of your efforts and talents, cannot 
be those of a cold technician. In fact, only in this way 
you will achieve the balance between knowledge and 
practice, your talents will shine, and you will accomplish 
the task of harmonising the forthcoming generations.
To my young friends -
We have been branded as a school. If a school is 
characterised only by repetition of techniques, an 
exclusive mind and putting on a show to the world, it will 
deserve utmost contempt. If, however, it is blessed with 
a common standard of beauty and binds the people with a 
common desire for truth, it will continue to shine to the 
later ages as a community with a shared heart. As long as 
you live for your belief in the path, there is no need for 
you to be ashamed of the brand of a school. You need not 
walk in the street with your eyes downcast because you are 
branded a member of the Mingei school...
Our predecessors spoke of the craft tradition and
, 9decorated our gallery with mostly traditional craft.
But tradition must be continuously added to and corrected 
with new experience, and should not be static. Fixed
9. Here Mizutani is referring to the first Mingeikan 
which was set up in Hamamatsu, Shizuoka, in 1931.
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tradition means death of tradition... No tradition has 
ever been traditional in the sense that the 
traditionalists think. Likewise, we cannot resurrect the 
dead by simply reviving tradition. You must wake 
yourselves to the half-truth of this paradox...
Certainly, yesterday's industrialism declared its 
separation from tradition, thus achieving the separation 
of beauty and labour and of art and the mass. In 
tomorrow's industrialism, however, when true technicians 
of the future attempt to re-combine utility and beauty, 
they must look back at our efforts today. We must foresee 
that a great age of craft will come, and we must 
diligently prepare good suggestions for it...
To my young friends -
... Our cooperative has been subjected to all kinds of 
insults and criticisms from outside. With the knowledge 
that an enemy's eye is always sharper than that of 
friends, we have listened to the slander and kept our own 
eyes unclouded love. When, however, after many years of 
attention, we realised that the mean mind twisted by base 
desires had failed to point out any of our faults that we 
ourselves could not see, we stopped listening to those 
unfair criticisms. It is truly sad that we have no right 
critics of craft. Since we cannot obtain right criticisms 
from outside, we must rely on criticisms from within 
ourselves. When I see you delighted by internal 
encouragement, fearful of internal reprobation and 
reflective about internal criticism, thus nourishing these
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things for your further advancement, I find truly youthful 
devotion in you. Indeed, how fortunate it is for the 
youth to have someone to fear within our own cooperative!
[Kögei no.81, 1937]
APPENDIX 5
List of zadankai organised by Kögei
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List of zadankai organised by Kögei 
(sometimes the date differs in other records)
1- IX Apr 1931 First Kögei Readers' Zadankai (at
Kyükyodo, Tokyo): 22 attended: 
Recorded in Kögei no.5, p.61.
2. 19(17) May 1931 Kögei Readers' Zadankai (Kyoto, for
Hamada's exhibition): not recorded in 
Kögei
3. 18 Apr 1933 Second Kögei Readers' Zadankai (at
Kyükyodö, Tokyo): 37 attended:
Recorded in Kögei no.30, pp.62-4.
4. 22 Oct 1933 Third Kögei Readers' Zadankai (Tokyo):
28 attended: Recorded in Kögei no.35, 
pp.57-65.
5. 20 Nov 1933 Zadankai on Patterns (2nd monthly
meeting at the Yanagis', Tokyo): 6 
attended: Recorded in Kögei no.37, 
p.62-74.
6. 2 Dec 1933
7. 18 Dec 1933
8. 22 Jan 1934
9. 15 May 1934
10. 11 Sept 1934
Zadankai on Leach (Tokyo): 24 
attended: Recorded in Kögei no.36, 
pp.52-62.
Zadankai on Beauty and Its Social 
Chracter I (3rd monthly meeting at the 
Yanagis', Tokyo): 8 attended: Recorded 
in Kögei no.38, pp.48-68.
Zadankai on Beauty and Its Social 
Chracter II (4th monthly meeting at 
the Yanagis', Tokyo): 8 attended: 
Recorded in Kögei no.41, pp.53-69.
Zadankai to Hear Leach (at the 
Yanagis', Tokyo): 7 attended: Recorded 
in Kögei no.42, pp.25-41.
To Hear Leach Again (at the Yanagis', 
Tokyo): 7 attended: Recorded in Kögei 
no.46, pp.48-69.
1. This zadankai is mentioned in Yanagi's letter
(Zenshü vol.22-I, p.424) and in Maeda et. al., The 
Research Material of Yanagi Shöetsu.
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11. 20 Sept 1934
12. 27 Oct 1934
13. 19 June 1937
Zadankai on Craft and Economy (at the 
Yanagis', Tokyo): 5 attended: Recorded 
in Kögei no.45, pp.60-78.
Zadankai on Craft and Life (at the 
Mizutanis', Tokyo): 6 attended: 
Recorded in Kögei no.48, pp.48-63.
Fourth Kögei Readers' Zadankai 
coinciding with exhibitions of New 
Mingei and Choson ceramics (at the 
Japan Folk Crafts Museum, Tokyo): 33 
attended: Recorded in Kögei no.78, 
pp.72-7.
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LIST OF FIGURES
(All measurements are in centimetres. Where not 
indicated, measurements are in the following order:
height, width and depth)
1. Kawai Kanjiro Bowl with fish and flower design 
in multicoloured glaze 1952 
h. 7 dia. 36.3 
Adachi Museum
Source: Kawai Kanjiro: Master of 
Modern Japanese Ceramics
2. Kawai Kanjiro Vase with stamped decoration, 
bluish green glaze 1965 
h. 24.5
Kawai Kanjiro's House
Source: Kawai Kanjiro: Master of
Modern Japanese Ceramics
3. Asai Chü Spring field 1888 (Important
Cultural Property)
oil on canvas 56 x 74
Tokyo National Museum
Source: Kindai Nihon Bijutsu-no
Ayumi-ten
4. Kuroda Seiki Reading 1890
oil on canvas 98 x 78.5
Tokyo National Museum
Source: Kindai Nihon Bijutsu-no
Ayumi-ten
5. Kishida Ryüsei Sunny place 1912 
oil on canvas 32 x 41 
(possibly exhibited at the first 
Fuzankai Exhibition in 1912) 
Source: 50th Year Posthumous 
Exhibition of Ryüsei Kishida
6. Yorozu Tetsugord Nude Beauty 1911 
oil on canvas 162 x 97 
National Museum of Modern Art, 
Tokyo
Source: Kindai Nihon Bijutsu-no 
Ayumi-ten
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7. Fujishima Takeji Book design for Midaregami by
Yosano Akiko 1901
Tokyo Shinshisha, I to Bunkyükan
19.5 x 9.2
Yayoi Museum, Tokyo
Source: Japanese Aesthetics and
Sense of Space II
8. Hashiguchi Goyö Book design for Wagahai-wa Neko- 
de aru vol. 1 by Natsume Söseki 
1905
(Illustration by Nakamura
Fusetsu) Okuda Shoten, Hattori
Shoten
22.6 x 15.7
Yayoi Museum, Tokyo
Source: Japanese Aesthetics and
Sense of Space II
9. Ishii Hakutei A short rest 1908 (published in
Hösun v o l .1, n o .4)
lithograph 10 x 15.4
private collection
Source: Genshoku Gendai Nihon-no
Bijutsu 11: Hanga
10. Morita Tsunetomo Wild flowers 1907 (published in
Hösun vol.l no . 2)
lithograph 25.2 x 16
private collection
Source: Genshoku Gendai Nihon-no
Bijutsu 11: Hanga
11. Hösun front cover Volume 2, no.l 1908
Source: Genshoku Gendai Nihon-no
Bijutsu 11: Hang a
12. Takehisa Yumeji Minato-ya, stationery shop 1914 
colour woodcut 31.7 x 23.1 
private collection 
Source: Genshoku Gendai Nihon-no 
Bijutsu 11: Hanga
13. Takehisa Yumeji Kurofune-ya 1918 
colours on silk 130 x 51 
private collection 
Source: Genshoku Gendai Nihon-no 
Bijutsu 6: Taisho-no Kosei-ha 
* Dating of this painting, 
usually set as 1919, follows 
Ogura Tadao's 1976 text in 
Kyosho-no Meiga 13: Takehisa
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Yumeji, Gakushü Kenkyüsha, Tokyo 
1976.
14. Takamura Kötarö Hand 1918
bronze h. 38.5
private collection
Source: Kindai Nihon Bijutsu-no
Ayumi-ten
15. Takamura Koun Old monkey 1893
wood h. 91
Tokyo National Museum
Source: Kindai Nihon Bijutsu-no
Ayumi-ten
16. Tomimoto Kenkichi (Two figures) 1910s 
colours on wood 
Tomimoto Kenkichi Museum
17. Kobayashi Kiyochika Distant view of the bridge,
Ichinohashi, from the great river 
[Sumida] embarkment 1880 
woodcut print 20.2 x 31.3 
private collection 
Source: A.R. Stephens, The New 
Wave
18. Watanabe Yüko Massage 1888 
etching (no size given)
The Diet Library
Source: Nihon Hanga Bijutsu
Zenshü 7: Gendai Hanga I
19. Yamamoto Kanae Fisherman 1904 (Myöjö July 1904) 
two-colour woodcut 16.4 x 11.2 
Source: Genshoku Gendai Nihon-no 
Bijutsu 11: Hanga
20. Tsukuhae front cover Number 6 May 1915
Source: Genshoku Gendai Nihon-no 
Bijutsu 11: Hanga
21. Onchi Kdshiro Christ and Mary 1914 
woodcut print 24 x 17.5 
Source: Tanaka Seiko, "Tsukuhae"- 
no Gaka-tachi
22. Tanaka Kyökichi Impatience (for privately issued 
magazine Tsukuhae II) 1914
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woodcut print 20.9 x 10 
Wakayama Museum of Modern Art 
Source: Tanaka Seiko, "Tsukuhae"- 
no Gaka-tachi
23. Fujimori Shizuo A woman (for magazine Misshitsu) 
1913
ink and colours on paper 8.8 x 
12.7
Wakayama Museum of Modern Art 
Source: Japanese Aesthetics and 
Sense of Space II
24. Tanaka Kyökichi Light (frontispiece for Tsuki-ni 
Hoeru by Hagiwara Sakutaro) 1915 
woodcut print 14.1 x 8.5 
Source: Tanaka Seiko, "Tsukuhae"- 
Tio Gaka-tachi
* Light was originally a drawing 
(gold ink on black paper), and 
Tanaka's last work. Onchi, who 
designed Hagiwara's book, made a 
woodcut of the drawing and used 
it as the frontispiece (Tanaka 
Seiko, p.250.)
25. Onchi Koshiro Bright times 1915 
woodcut print 13.6 x 9.8 
Source: Tanaka Seiko, "Tsukuhae"- 
no Gaka-tachi
26. Hashiguchi Goyo Woman at her bath 1915 
woodcut print 40 x 26.5 
Watanabe Colour Print Company, 
Tokyo
Source: Japanese Aesthetics and 
Sense of Space II 
* This print was the first Shin 
Hanga print and the only design 
Hashiguchi did for Watanabe 
Shözaburo
27. Miyagawa Kdzan a. A pair of vases with doves on 
blossoming branch in relief with 
gold enamel early Meiji 
porcelain h. 35
private collection
Source: Kögeika-tachi no Meiji
Ishin
b. Vase with plum tree design, 
overglaze enamels 1893 
porcelain h. 52
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Tokyo National Museum 
Source: Genshoku Nihon-no Bijutsu 
28: Kindai-no Kenchiku, Chökoku, 
Kögei
28. Suzuki Chdkichi Eagle (ornament) 1893
cast metal h. 45.5
Tokyo National Museum
Source: Kögeika-tachi no Meiji
Ishin
29. Kawashima Jinbei Embroidered wallhanging 'Warriors Hunting' (Asai Chü design) 
c.1909 
134 x 178
Kawashima Textile Museum 
Source: Kögeika-tachi no Meiji 
Ishin
30. Nihon Toki Whisky decanter c. 1891-1911 porcelain h. 17.8 dia. 12.6 
Noritake Co. Ltd., Nagoya 
Source: Meiji-no Söshoku Kögei
31. Asai Chü Cylinder vase with plum tree design (executed by Asai himself) 
h. 37 dia. 21
Art and Craft Reference Museum, 
Kyoto University of Craft and 
TextileSource: Meiji-no Söshoku Kögei
32. Karaisaka Sekka Lacquered stationery box decorated with spring flower 
design (executed by Kamisaka 
Yükichi)
maki-e and inlay on lacquer on 
wood
Private collection
Source: Meiji-no Söshoku Kögei
33. Sugiura Hasui
34. Itaya Hazan
Woman in kimono (poster) 1914 
106 x 77
Mitsukoshi Department Store 
Source: Design in Transition, 
1868-1945
Opaque porcelain vase with 
flowers 1921 
porcelain h. 23.5 
Idemitsu Art Gallery
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Source: Genshoku Gendai Nihon-no 
Bijutsu 15: Töjiki 1
35. Katori Hozuma Incense burner with dove design 
1933
cast metal h. 14 
private collection 
Source:
36. Tsuda Shinobu Vase 'Scintillation' 1934 
cast bronze h. 16 dia. 14 
Chiba Prefectural Art Gallery 
Source: Japanese Aesthetics and 
Sense of Space I
37. Tomimoto Kenkichi Covered jar with incised water
pepper design 1922
raku ware h. 22.5 dia. 22.5
private collection
Source: Genshoku Gendai Nihon-no
Bijutsu: Töjiki 2
38. Tomimoto Kenkichi Bowl with fish and shell pattern, 
inlaid gosu and copper glaze 
1935
porcelain h. 9.5 dia. 38 
National Museum of Modern Art, 
Kyoto
Source: Tomimoto Kenkichi-ten
39. Tomimoto Kenkichi Ornamental jar with four-petaled 
flower pattern, overglaze 
enamels, gold and silver 1960 
porcelain h. 23 dia. 27 
private collection 
Source: Tomimoto Kenkichi-ten
40. Momoyama pottery Bowl, Mino ware, nizumi-shino 
type, with design of wagtails 
16-17th century (Important 
Cultural Property) 
h. 8.9 dia. 26.8 
Tokyo National Museum 
Source: Japanese Ceramics
41. Momoyama pottery Water jar, Bizen ware, known as 
'Yabure-ga' 16th century 
(Important Cultural Property) 
h. 20.8 dia. 20.5 
Shdun Gakuen, Ishikawa 
Source: Japanese Ceramics
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42. Jömon pottery Clay large deep bowl with handle 
Excavated from Miyanomae, Ina- 
shi, Nagano Middle Jomon period 
(3000 BC) 
h. 59.5
Tokyo National Museum 
Source: TNM slide MAS 49
43. Yayoi pottery Red-painted clay jar 
Excavated from Takakura Shell 
Mound, Nagoya Late Yayoi period 
(AD 200-300) (Important Cultural 
Property) 
h. 32.6
Tokyo National Museum 
Source: TNM slide MAS 50
44. Takainura Toyochika Cast bronze vase with two handles 
1920
h. 22.8 dia. 12.6
National Museum of Modern Art,
Tokyo
Source: Japanese Aesthetics and 
Sense of Space I
45. Kitahara Senroku Screen with two fish c.1932 
brass 78 x 85.5 x 24.2 
National Museum of Modern Art, 
Tokyo
Source: Japanese Aesthetics and 
Sense of Space I
46. Yamazaki Kakutarö Snail jewellery drawers 1934 
lacquer and maki-e on wood 
10 x 10.5 x 22.5 
Kyoto City Art Gallery 
Source: Japanese Aesthetics and 
Sense of Space I
47. Kusube Yaichi Vase 'Lakeside at dusk' 1920 
h. 25.2
National Museum of Modern Art, 
Tokyo
Source: Exhibition catalogue 
Kusube Yaichi and artists around 
him
48. Kusube Yaichi Jar, black glaze with flower 
pattern c.1926 
h. 36 dia. 28
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National Museum of Modern Art, 
Kyoto
Source: Exhibition catalogue 
Kusube Yaichi and artists around 
him
49. Bernard Leach Stoneware jug, underglaze crest 
pattern 1914 
h. 23.7 dia. 16.5 
Ohara Museum of Art, Kurashiki 
Source: Japanese Aesthetics and 
Sense of Space I
50. Tomimoto Kenkichi Covered jar with grape pattern, 
underglaze blue 1918 
stoneware h. 21 dia. 13.2 
private collection 
Source: Tomimoto Kenkichi
51. Hamada Shöji Covered jar with incised pattern 
and blue glaze 1922 (St Ives 
kiln)
h. 15 dia. 9.7 
Mashiko Sankokan 
Source: Japanese Aesthetics and 
Sense of Space I
52. Choson white porcelain Eight sided jar with
underglaze blue flower pattern
h. 13.5
Mingeikan, Tokyo
Source: Japanese Aesthetics and
Sense of Space I
53. Mokujiki Shönin Self-portrait
wood h. 72
Mingeikan, Tokyo
Source: Yanagi Soetsu, The
Unknown Craftsman
54. Kawai Kanjiro Peach water dripper 1922 
porcelain h. 10 
Kawai Kanjiro's House 
Source: Kawai Kanjiro's House 
(ed.), Kawai Kanjiro-to Shigoto
55. Kawai Kanjird Vase with applied floral pattern, 
tri-coloured glaze c.1922 
h. 24.6
private collection
Source: Kawai Kanjiro: Master of
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Modern Japanese Ceramics
56. Kawai Kanjirö Jar with flower design in blue 
and red underglaze c. 1926 
h. 23 dia. 17
National Museum of Modern Art, 
Kyoto
Source:Kawai Kanjirö
57. Mikunisö interior Japanese and Western style rooms 
Source: Japanese Aesthetics and 
Sense of Space I
58. Aota Goro fabric
tsumugi silk 
private collection 
Source: Japanese Aesthetics and 
Sense of Space I
59. Kuroda Tatsuaki Red lacguer table with openwork 
base 1930
lacquer on wood h. 27.5 dia. 
96.7
Mingeikan, Tokyo
Source: Japanese Aesthetics and
Sense of Space I
* This piece was made inthe style 
of the table seen in Fig.57 (top)
60. Kuroda Tatsuaki Mara wood chair, polished lacquer
with flower pattern relief
126 x 84 x 62
Mingeikan, Tokyo
Source: The Mingei no.495
61. Kuroda Tatsuaki Shell-inlaid box with diamond
patterns in red lacquer
8.5 x 13 x 10
Mingeikan, Tokyo
Source: The Mingei no.495
62. Serizawa Keisuke Front cover designs for Kögei 
c .1936
stencil dyeing on cloth B5 size 
Published by Japan Mingei 
Association
Source: Serizawa Keisuke-no Sekai
63. Serizawa Keisuke Front cover designs for E-hon Don 
Kihöte 1937
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Published by Kojitsu-an
Source: Serizawa Keisuke-no Sekai
64. Serizawa Keisuke Illustration from E-hon Don
Kihöte 1937
Published by Kojitsu-an
Source: Serizawa Keisuke-no Sekai
65. Serizawa Keisuke 'Okinawan manners and customs7 
(framed wall decoration) 1938 
bingata stencil dyeing on fabric 
Source: Serizawa Keisuke-no Sekai
66. Serizawa Keisuke Noren with the letter kaze [the
wind] 1957
stencil dyeing on fabric 
Source: Serizawa Keisuke-no Sekai
67. Munakata Shik6 From the Brides of Stars, 
published in limited editions by 
the Creative Print Club in 1931? 
designed and cut by the artist, 
printed by Nakamura Sanjiro 
Munakata Print Museum, Kamakura 
Source: Munakata Shikö-ten 1985
a. Ladies watching a comet 1928 
colour woodcut 15.4 x 10.8 
(submitted to the 6th Shun7y6kai 
exhibition)
b. Ladies' procession 1930 
colour woodcut 12 x 16 
(submitted to the 5th Kokugakai 
exhibition)
68. Munakata Shikd From Yamato-shi Uruwashi [Yamato 
the Beautiful] epic poem by Satö 
Ichiei 1936
woodcut in two-piece scroll 
format each 33 x 344 
Nippon Mingeikan 
Source: Munakata Shikö-ten 1985
69. Munakata Shikd From the Kegon Sutra 1937
twenty-four prints in four-fold
screen 154 x 488
Wind god
woodcut 30 x 39
Munakata Shikd Museum, Aomori
Source: Munakata Shikö-ten 1985
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70. Munakata ShikÖ From the Kannon Sutra (reverse-
coloured version) 1938
thirty-five prints
Asura, a demon god
woodcut, coloured from reverse
41.5 x 50.5
Nippon Mingeikan
Source: Munakata Shikö-ten 1985
71. Munakata Shiko From Uto the Seabird 1939
woodcut set of thirty-one prints 
in three sheets: 1. 37 x 481? 2. 
36 X 442? 3. 36 X 445
(nos. 12-17)
a. Wife and child 22.7 x 28.8
b. White lotus 23.6 x 30.2
c. [Prayer] 19 x 28.6
d. [Spirit of the hunter] 24 x 29
e. [Ghost of the hunter] 21.6 x 
28.8
f. [The wife] 21.7 x 29.9 
Nippon Mingeikan
Source: Munakata Shikö-ten 1985
Source material
- Exhibition catalogues (asterisk indicates bilingual 
catalogue)
*Kawai Kanjiro: Master of Modern Japanese Ceramics, Crafts 
Gallery, National Museum of Modern Art, Tokyo, Nihon 
Keizai Shinbunsha, 1984
*Japanese Aesthetics and Sense of Space I & II, Saison 
Museum of Art, Tokyo, 1990 and 1992 respectively.
*Japanese Ceramics, Tokyo National Museum, 1985.
Kögeika-tachi no Meiji Ishin, Osaka City Museum, 1992.
Kusube Yaichi-to Shühen-no Sakka-ten , Yomiuri Shinbun 
Osaka Headguaters, 1989.
Kindai Nihon Bijutsu-no Ayumi-ten, Tokyo Munincipal Museum 
of Art and Asahi Shinbunsha, 1979.
*50th Year Posthumous Exhibition Ryusei Kishida, The 
National Museum of Modern Art, Tokyo and Asahi Shinbunsha, 
1979.
*Munakata Shikö-ten, National Museum of Modem Art, Tokyo, 
1985.
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*Tomimoto Kenkichi Exhibition, Crafts Gallery, The 
National Museum of Modern Art, Tokyo, 1991.
- Books
Yanagi Soetsu, The Unknown Craftsman, Adapted by Bernard 
Leach, Kodansha International, Tokyo/ New York, 1982 
(first published 1972)
Kawai Kanjiro's House (ed.), Kawai Kanjiro-to Shigoto, 
Kawai Kanjiro's House, 1976
Stephens, Amy Reigle (gen. ed.), The New Wave: Twentieth- 
century Japanese prints from the Robert O. Muller 
Collection, Bamboo Publishing Ltd., London, Hotei- 
Japanese prints, Leiden, 1993.
Genshoku Nihon-no Bijutsu 28: Kindai-no Kenchiku, Chökoku, 
Kögei, Shogakukan, Tokyo, 1972.
Genshoku Gendai Nihon-no Bijutsu 15 & 16: Töjiki 1 & 2, 
Shogakukan, Tokyo, 1978-9.
Ono Tadashige, Nihon Hanga Bijutsu Zenshu 7: Gendai Hanga 
I, Kodansha, Tokyo, 1962.
Tanaka Seiko, "Tsukuhae"-no Gaka-tachi, Chikuma Shobd, 1990.
Fig. 1 Bowl with fish and flower design in 
multicoloured glaze 1952 
h. 7 d. 36.3 cm 
Adachi Museum
Kawai Kanjiro;5[# mxw
Vase with stamped decoration, bluish 
green glaze 1965 
h. 24.5 cm
Kawa.i Kanjiro’s House
Fig. 2 Kawai Kanjiroiül#
Fig. 3 Asai Chü Spring field 1888 (Important Cultural Property) 
/^ l$- oil on canvas 56 x 74 cm
Tokyo National Museum
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Fig. 4 Kuroda Seiki
mm mm Reading 1898oil on canvas 98 x 78.5 cm 
Tokyo National Museum
Fig. 5 Kishida Ryusei Sunny place 1912
» E B  * ' ] £ oil of canvas 32 x 41 cm
Fig. 6 Yorozu Tetsugorö
M StEfiB Nude beauty 1911oil on canvas 162 x 97 cm
National Museum of Modern Art, Tokyo
F i g .  7 F u j i s h i m a  T a k e j i  Book d e s i g n  f o r  IVlidaregami by  
Ü i l ^  Y o s a n o  A k i k o  1901
1 9 . 5  x 9 . 2  cm 
Y a y o i  Museum,  Tokyo
Fig. 8 Hashiguchi Goyo Book design for Wagahai-wa Neko- 
Ifj Q  JlHI de aru by Natsurne Söseki 1905
(Illust, by Nakamura Fusetsu) 
22.6 x 15.7 cm Yayoi Museum
Fig. 9 Ishii Hakutei A short rest 1908 (Hosun vo. 1 no. 4) 
5  ^  lithograph 10 x 15.4 cm
private collection
Fig. 10 Morita Tsunetomo Wild flowers 1907 (Hosun vol. 1 
'(1Ä no. 2)
lithograph 25.2 x 16 
private collection
Fig. 11 Hosun front cover vol. 2 no. 1 1908T^fJ
zFig. 12 Takehisa Yumeji
YlX W~
Minato-ya, stationery shop 1914 
colour woodcut 31.7 x 23.1 
private collection
Fig. 13 Takehisa Yumeji Kurofune-ya 1918
W' —  colours on silk 130 x 51
private collection
Fig. 14 Takamura Kotaro Hand 1918
M W  bronze h. 38.5 cm
private collection
mm
Fig. 15 Takamura Köun
m h  yts
Old Monkey 1893
wood h. 91
Tokyo National Museum
Fig. 16 Tomimoto Kenkichi 
Ha ^  S cq
(Two figures)
colours on wood approx. 30 cm 
Tomimoto Kenkichi Museum
Fig. 17 Kobayashi Kiyochika Distant view of the bridge,
/ff3Ü Ichinohashi, from the great
river [Sumida] embankment 1888 
woodcut print 20.2 x 31.3
aFig. 18 Watanabe Yüko Massage 1888
/ixlZ2 ^  etching (no size given)
National Diet Library
Fig. 19 Yamamoto Kanae
ill ^  f4
Fisherman (Myoj6 July 1904) 
two-colour woodcut 16.4 x 11.2 cm
Fig. 20 Tsukuhae front cover no. 6 1915
ITEBJÜ"
Fig. 21 Onchi KöshiröJSUfi #E9ßß
Christ and Mary (for privately issued 
magazine Tsukuhae III) 1914 
woodcut print 24.5 x 17.5 cm
Fig. 22 Tanaka Kyökichi Impatience (for privately issued 
03 ^  magazine Tsukuhae II) 1914
woodcut print 20.9 x 10 cm 
Wakayama Museum of Modern Art
Fig. 23 Fujimori Shizuo A Woman (for hand-made group magazine 
Misshitsu 5) 1913
ink and colours on paper 8.8 x 12.7 cm 
Wakayama Museum of Modern Art
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S3 4* H o e r u  by  H a g i w a r a  S a k u t a r ö )  1915
w o o d c u t  p r i n t  1 4 . 1  x 8 . 5  cm 
Wakayama Museum o f  M ode rn  A r t
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Fig. 25 Onchi Köshirö
Sift =£005
Bright time (for Tsukuhae V) 1915 
woodcut print 13.6 x 9.8 cm
Fig. 26 Hashiguchi GoyoIra O i ^ Woman at bath 1915woodcut print 40 x 26.5 cm 
S. Watanabe Colour Print 
Company, Tokyo
Fig. 27 Miyagawa Közan a. A pair of vases with doves on
HJ!| |Jj blossoming branch in relief with
gold enamel early Meiji 
porcelain h. 35 cm 
private collection
* This work shows Közan's early style around the time of 
the early domestic and international exhibitions. His 
later style, for which he is better known, is shown in 
the fig. 27 b.
Miyagawa Közan b. Vase with plum tree design, overglaze 
ll'jll llj enamels 1893
porcelain h. 52 cm 
Tokyo National Museum
Fig. 28 Suzuki Chokichi Eagle (ornament) 1893
cast metal h. 45.5 cm 
Tokyo National Museum
Suzuki worked for Kiritsu Koosho Kaisha from 
about 1876 to 1890 (Hida Toyojiro, Meiji-no 
Yushutsu Kogei Zuan, p.386).
Fig. 29 Kawashima Jinbei Embroidered wallhanging 'Warriors 
J I I Ä  Hunting' (Asai Chü design) c.1909
134 x 178 cm
Kawashima Textile Museum
Fig. 30 Nippon Töki Whisky decanter c. 1891-1911 
porcelain h. 17.8 d. 12.6 cm 
Noritake Co., Ltd, Nagoya
Fig. 31 Asai Chü Cylinder vase with plum tree design
(executed by Asai himself)
h. 37.6 d. 21 cm
Art and Craft Reference Museum,
Kyoto University of Craft and Textile
Fig. 32 Kamisaka Sekka Lacquered stationery box decorated - W Ü R  1 I H ±  with spring flower design
(executed by Kamisaka Yükichi) 
maki-e and inlay on lacquer on 
wood
private collection
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Fig. 33 Sugiura Hisui Woman in kimono (poster) 1914 
106 x 77 cm
Mitsukoshi Department Store
Fig. 34 Itaya Hazan Opaque porcelain vase with«S }#Llj pattern 1921
h. 23.5 cm
Idemitsu Museum of Art, Tokyo
flower
Fig. 35 Katori Hozuma Incense burner with dove design 
llfUX ^  Ä  cast metal h. 14 cm
private collection
1933
* This work shows his later style.
Fig. 36 Tsuda Shinobu Vase 'Scintillation' 1934 
:M  EB iW ^  cast bronze
h. 16 d. 14 cm
Chiba Prefectural Art Gallery
Fig. 37 Tomimoto Kenkichi Covered jar with incised water 
S  o' pepper design 1922
raku ware, h. 22.5 d. 22.5 cm 
private collection
Fig. 38 Tomimoto Kenkichi Bowl with fish and shell pattern,
S  ^  Slo- with inlaid gosu and copper glaze
1935
porcelain h. 9.5 d. 38 cm 
National Museum of Modern Art, Kyoto
Ornamental jar with four-petaled 
flower pattern, overglaze enamels, 
gold and silver 1960 
porcelain h. 23 d. 27 cm 
private collection
Fig. 39 Tomimoto Kenkichi
8* Ä □
Fig. 40 Momoyama pottery Bowl, Mino ware, nezumi-shino type,|_L| ß£)§§ with design of wagtails 16-17th
century (Important Cultural Property) 
h. 8.7 d. 26.8 cm 
Tokyo National Museum
Fig. 41 Momoyama pottery Water jar, Bizen ware, known as $kll| PD ft ga' 16th century
(Important Cultural Property) 
h. 8.7 d. 26.8 cm 
Tokyo National Museum
'Yabure-
Fig. 42 Jömon pottery Clay large deep bowl with handle
Middle Jömon period (3000 BC) 
h. 59.5 cm
Tokyo National Museum
Fig. 43 Yayoi pottery Red-coloured jar
Late Yayoi period (200-300 AD) 
h. 32.6 cm
Tokyo National Museum
Fig. 44 Takamura Toyochika Cast bronze vase with two
handles 1920
bronze h. 22.8 d. 12.6 cm 
National Museum of Modern Art, 
Tokyo
oFig. 45 Kitahara Senroku Screen with two fish c.1932 
itJB- “piÜ Brass 78 x 85.5 x 24.2 cm
National Museum of Modern Art, 
Tokyo
Fig. 46 Yamazaki Kakutarö Snail jewellery drawers 1934 ULl lljf lacquer and maki-e on wood
17 x 22.5 x 10.5 cm 
Kyoto City Art Gallery
Fig. 47 Kusube Yaichi
filoß faX
Vase 'Lakeside at dusk' 1920 
h. 25.2 cm
National Museum of Modern Art, Tokyo
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Fig. 48 Kusube YaichifiÜSß $M Jar, black glaze with flower pattern c.1926
h. 36 d. 28 cm
National Museum of Modern Art, Kyoto
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Fig. 49 Bernard Leach Stoneware jug, underglaze crest
pattern 1914
h. 23.7 d. 16.5
Ohara Museum of Art, Kurashiki
Fig. 50 Tomimoto Kenkichi 
I! ^  C3
Covered jar with grape pattern, 
underglaze blue 1918 
stoneware h. 21 d. 13.2 cm 
private collection
Fig. 51 Hamada Shöji Covered jar with incised pattern 
03 1± W) and blue glaze 1922 (St. Ives)
h . 15 d. 9.7 cm 
Mashiko Sankökan
Fig. 52 Choson porcelain Yi dynasty eight-sided jar, under­
glaze blue with flower pattern 
h. 13.5 cm 
Mingeikan, Tokyo
Fig. 53 Mokujiki Shonin Self-portrait
wood h. 72 cm 
Mingeikan, Tokyo
Fig. 54 Kawai Kanjirojpl# Peach water dripper 1922 porcelain h. 10 cm 
Kawai Kanjiro's House
Fig. 55 Kawai Kanjirö Vase with applied floral pattern, tri- 
/Pj^ coloured glaze c.1922
h . 24.6 cm 
private collection
Fig. 56 Kawai Kanjirö Jar with flower design, underglaze 
} p f b l u e  and red c.1926 
h. 23 d. 17 cm
Mational Museum of Modern Art, Kyoto
Fig. 57 Mikunisö interior:
HStt
left
right
above
Drawing room 
Master's room 
Mistress’ room
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fabric
tsumugi silk 
private collection
Fig. 58 Aota Goro
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Fig 59 Kuroda Tatsuaki Red Lacquer table with open work base 1930 
HEB Jikfk lacquer on wood h. 27.5 d. 96.7 cm
Mingeikan, Tokyo
Fig. 60 Nara wood chair, polished lacquer 
with flower pattern relief 
126 x 84 x 62 cm 
Mingeikan, Tokyo
Kuroda TatsuakiP, fi JÜ fk
Fig 62 Serizawa Keisuke Front cover designs for Kögei c.1936
stencil dyeing on cloth B5 size 
published by Japan Mingei Association
Fig. 63 Serizawa Keisuke Front cover designs for E-hon 
Ft /R Don Kihöte 1937
published by Kojitsu-an
Fig. 64 Serizawa Keisuke Illustration from E-hon Don Kihote 1937 
fr:,R published by Kojitsu-an
Fig. 65 Serizawa Keisuke
ftiR %kft
'Okinawan manners and customs' (framed
wall decoration) 1938
bingata stencil dyeing on fabric
Fig. 66 Serizawa Keisuke Design for n o r en w it h the 
^/R $±i)~ letter kaze [wind] 1957
stencil dyeing on fabric
a. Ladies watching a comet 1928 
15.4 x 10.8 cm
b. Ladies’ procession 1930 12 x 16
* The script around the frame reads: 
'People follow one after another. 
Munakata goes his own way. Excuse me, 
you're in the way.’
Fig. 67 Munakata Shiko From the Brides of Stars 1931 
WJl colour woodcut, printed by S. Nakamura
Munakata Print Museum, Kamakura
[Yamato Takeru fights with his back against the fire.]
[Yamato Takeru's wife has thrown herself into the wild sea 
to save him.]
[Dying Yamato Takeru longs for his aunt and his homeland.]
Fig.68 Munakata Shikö From Yamato the Beautiful epic poem by Sato 
W'fj Ieniei 1936
woodcut in two-piece scroll format 
each 33 x 344 cm 
Nippon Mingeikan
Fig. 69 Munakata Shiko From the Kegon Sutra 1937
Wind god
woodcut 30 x 39 cm 
Munakata Shiko Museum, Aomori
Fig. 70 Munakata Shiko From the Kannon Sutra 1938 
;£Jjj Asura, a demon god
woodcut, coloured from reverse 
41.5 x 50.5 cm 
Nippon Mingeikan
a. Wife and child 
22.7 x 28.8 cm
b . White lotus
23.6 x 30.2 cm
d. [Spirit of the hunter] 
24 x 29 cm
c. [Prayer] 
19 x 28.6
f. [The wife]
21.7 x 29.9 cm
e. [Ghost of the hunter] 
21.6 x 28.8 cm
From Uto the Seabird 1939Fig. 71 Munakata Shiko
ft?! &SÖ woodcut, set of thirty-one prints 
Nippon Mingeikan
